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ABSTRACT
This Doctor of Ministry thesis presents the results of a project in which a group of
four artists from across the United States met via video conference to create liturgical art
activities that can be integrated into the Sunday morning worship for Churches of Christ.
The problem identified at the beginning of the project was a lack of integration of the
visual arts in worship in Churches of Christ. I understood this lack to be due in part to an
iconoclastic heritage in Protestantism as well as a focus on rational intellectualism and
desire for simplicity in worship as a result of the Stone-Campbell Movement. During
January and February of 2018, the team of artists studied the historical, biblical, and
theological rationale for integrating the arts in worship and collaborated to create six
liturgical art activities. The art activities were then evaluated by four ministers in
Churches of Christ who each hold a Doctor of Ministry degree. I evaluated the efficacy of
this project by triangulating the findings of my field notes, survey results from the artists,
and survey results from the ministers who served as outside experts. I concluded that the
six liturgical art activities are indeed usable in worship in Churches of Christ, and
furthermore, they have the potential to enhance worship and facilitate spiritual formation.
This project was a first step toward the over-arching goal of igniting a renaissance of the
visual arts in Churches of Christ, which helps both church leaders and churchgoers view
worship and the visual arts as intertwined with and vital to the message of the gospel.
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For the artists among us who help us see beyond that which can normally be seen.
May you continue to write, paint, act, sing, play, dance, and create to the glory of God
and lead the church in vibrant worship.
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CHAPTER I
INTRODUCTION
I stood in the quiet chapel at Thanks-Giving Square in downtown Dallas holding
my breath in awe, gazing upward. The spiral stained-glass ceiling was mesmerizing. It
winds skyward in bursts of jewel tones and is one of the largest horizontally mounted
stained-glass windows in the world. I have seen pictures of it in books and thought it
must be housed in one of the great cathedrals of Europe. I did not realize that it was right
here in my own city. The lower panels begin in varying shades of blue representing the
color of peace. As the spiral climbs upward, the colors become warmer and meet sixty
feet above the chapel floor in a circle of beaming yellow light (see fig. 1). This
magnificent work of art, entitled Glory Window, takes its name from Psalm 19: “The
heavens are telling the glory of God; and the firmament proclaims his handiwork” (Ps
19:1 NRSV). The creator of this magnificent window, French artist Gabriel Loire, meant
for the ascending window to “express all life, with its difficulties, its forces, its joys, its
torments, its frightening aspects. And then, bit by bit, all of that falls away and you arrive
finally at a burst, an explosion of gold; you arrive at the summit.”1 For me the Glory
Window simply represents the presence of God through beauty, and I stood that day in the
chapel captivated and weeping. At that moment I felt the powerful presence of something
Other, and I could only think, “Praise God. Praise God. Praise God.” It was a

1. Gabriel Loire (1904–1996), Glory Window. Installed 1976, Dallas, Texas. I visited the chapel
on May 8, 2017, and the details and quotations were from a placard in the chapel.
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transcendent and spiritually formative experience to be fully engulfed in beauty which
evoked true and authentic worship. I felt exposed and raw but wrapped in pure,
overpowering love. I did not want to leave that space or break the moment of communion
with God. The gossamer veil between heaven and earth parted for just a moment; I
caught a glimpse of the glory of God, and I will never be the same.

Figure 1. Glory Window, Thanks-Giving Square, Dallas, TX.2
The arts are a powerful force that have the ability to spiritually transform us and
transport us into the presence of God. Art and beauty can be an expression of praise. The
arts can provide a pathway to experience and relate to God. They tell stories,

2. D. H. Parks, Glory Window in Thanks-Giving Square, Dallas, TX in Wikimedia Commons,
https://commons.wikimedia.org/wiki/File:Thanksgiving_chapel_interior_.jpg.
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communicate pain, promote healing, speak truth, and call for mercy and justice. The arts
have a profound way of inspiring our minds and nurturing our souls through experiences
that are beautiful and transcendent. Gregory Wolfe states, “Art invites us to meet the
Other—whether that be our neighbor or the infinite otherness of God.”3 Art, like faith,
helps us rise above the splintered and broken world in which we live and reach something
more beautiful and more holy than ourselves. One of the inherently theological aspects of
the arts is through their search for reconciliation and redemption.4
Unfortunately, these deeply spiritual and formative experiences have been rare in
the lives of many Christians and almost lost in numerous churches. Even though the
church needs art to worship more fully and deeply, the church and artists have had a
precarious relationship and have even been mutually hostile at times. As Protestant
evangelicals, we are still living under the negative influences of the Reformation
concerning our attitude toward the arts and worship. While there has been some
movement toward reintegrating the arts into worship over the last century, a hesitancy
still exists to fully embrace the arts. In 1982, Ronald Allen and Gordon Borrow wrote
that “[some Christians] seem intentionally to avoid artistic pursuits and excellence so
they will not fall into a possible trap of placing the art above God.”5 Fortunately, artists of
faith who were once ignored or routinely misunderstood are now more commonly
engaged in enriching worship in many congregations. However, the underlying challenge

3. Ned Bustard, ed., It Was Good: Making Art to the Glory of God, rev. ed. (Baltimore: Square
Halo Books, 2007), 254.
4. Ibid.
5. Ronald B. Allen, Worship: Rediscovering the Missing Jewel (Portland: Multnomah Press, 1982;
repr., Portland: Wipf & Stock, 2000), 22.
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still remains to cast a more compelling vision of how the arts might function in worship
and an understanding of their theological significance in the life of faith.
The arts nourish the creative life of the church and provide space for all to express
their faith. Worship would be unimaginable without the arts. How are the people of God
to express their praise, joy, lament, or any tenet of Christianity without employing poetry,
music, or images? For the Christian the arts are not just decorative elements pleasing to
the senses or mere entertainment. The arts can facilitate worship, bring one into an
awareness of the presence of God, and be a catalyst for spiritual transformation. Nearly
all churches acknowledge the value of music in worship, but due to a variety of reasons
that will be discussed in chapter 2, other forms of expression, such as the visual arts, have
been marginalized over time and labeled suspicious or idolatrous.6 It is important to note,
however, that Scripture does not forbid making or enjoying visual art; it forbids the
worship of it.7 Thus, we need a full biblical understanding and renaissance of the visual
arts to “testify to the truth of God and his grace” and find a way forward for the
integration of the visual arts in a way that will enrich worship and lead to spiritual
transformation for Churches of Christ.8
Ministry Context
The context for this project thesis is the Sunday morning worship in Churches of
Christ in the United States. One of the aspects this project addresses is how Churches of
Christ have been limited by a tradition that has seemingly dismissed aesthetics, art,
6. Philip Graham Ryken, Art for God’s Sake: A Call to Recover the Arts (Phillipsburg, NJ: P & R,
2006), 11.
7. Francis A. Schaeffer, Art and the Bible (Downers Grove, IL: IVP Books, 1973), 20.
8. Ryken, Art for God’s Sake, 15.
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innovation, and creativity during worship. While there are many admirable qualities
about the Stone-Campbell Restoration heritage, I suggest that worship in Churches of
Christ has relied too heavily on intellect and reason and has divorced any transcendent
meaning from the practices of worship.9 Our simplistic prescribed acts of worship were
useful for a time gone by, but they are no longer adequate and are in fact detrimental to
our witness in the world. I propose that there is a way to acknowledge our heritage while
navigating a compelling future for worship integrating the visual arts for Churches of
Christ.
Art and Aesthetics in the Stone-Campbell Movement
The Churches of Christ were birthed from a movement searching for a worship
gathering that was uniform, ordered, simplistic, dignified, and rational.10 In 1835,
Alexander Campbell said there was no room for “levity, passion, or bad feelings” in the
house of God, and furthermore, laughing in the church was considered most disorderly.11
Unknowingly, he was establishing the very DNA of a movement that was serious,
unemotional, stoic, and staunchly rational. The Stone-Campbell Restoration Movement
relied heavily on human intellect and reason in both preaching and worship. Deductive
logic dominated the religious debates between Campbell and his opponents, while the
“Scottish Common Sense” philosophy and a dependence on the strength of reasoning

9. Sometimes the inclusion of the arts in worship is promoted as a way toward transcendence,
praise, and spiritual formation only through the heart and hands. I want to be clear that in no way do I
suggest that the arts should bypass the mind. Rather, the arts are a holistic way forward for our times of
worship that are inclusive of our intellect as well as our bodies and emotions.
10. The Pioneers of Worship: Presenting the Views of Alexander Campbell, Dr. Robert
Richardson, Moses E. Lard, and a Number of Others (Kansas City, MO: The Old Paths Book Club, 1947),
63.
11. Ibid., 66.
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were enlisted to delineate the line between faith and human opinion.12 Campbell clearly
favored a solemn and rational worship service, which he described in 1835 as “a display
of the most rational and religious arrangement—a model, indeed, of the utility and beauty
of perfect order.”13 The movement was governed by headspace—judgment, analysis, and
intelligence. This heavy focus on the cognitive aspects of faith strongly contributed to the
absence of art in worship in Churches of Christ because it is difficult for art to thrive in a
simple, linear environment ruled entirely by the process of thinking and reasoning.
Historically, worship gatherings have been the most crucial expressions of faith
and an occasion when Christians from every generation and denomination have spent the
most time together. Since Churches of Christ also typically spend the most time together
during worship on Sunday mornings, the focus has centered around ensuring that it is
done correctly with proper order and decorum.14 Moreover, we have inherited ideas about
simplicity in worship from Campbell who rejected the “showmanship of choirs and
organs” and preferred the minimalism of congregational singing.15 As a result, the
Churches of Christ’s opposition to instrumental music in favor of a cappella singing
became one of the identity markers for our branch of the Restoration movement after the

12. “Scottish Common Sense” was a philosophical orientation that originated in Scotland in the
late eighteenth century based on the assumption that human beings can know reality precisely as it is,
especially if they utilize the scientific method (Baconianism), and that even biblical truth could be
extrapolated through the scientific method. For more see Richard T. Hughes, Reviving the Ancient Faith:
The Story of Churches of Christ in America, 2nd ed., (Abilene, TX: ACU Press, 2008); Dale A.
Jorgenson, Theological and Aesthetic Roots in the Stone-Campbell Movement (Kirksville, MO: Truman
State University Press, 1989), 24.
13. Mark Love, Doug Foster, and Randall Harris, Seeking a Lasting City: The Church’s Journey in
the Story of God (Heart of the Restoration) (Abilene, TX: ACU Press, 2005), 134.
14. Jeff W. Childers, Douglas A. Foster, and Jack Reese, The Crux of the Matter: Crisis,
Tradition, and the Future of Churches of Christ (Abilene, TX: ACU Press, 2002), 116.
15. Ibid.
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Civil War.16 The theological rationale for the rejection of instruments in worship can be
traced to the reasoning of “where the Scriptures speak, we speak; and where the
Scriptures are silent, we are silent.”17 In addition, many in Churches of Christ have
argued that the Greek word psallō (ψάλλω) found in the New Testament (Rom 15:9; 1
Cor 14:15; Eph 5:19; Jas 5:13) refers only to a cappella singing and not accompanied
singing.18 Therefore, many church leaders concluded that only a cappella singing was
acceptable to God as a prescribed act of worship. However, many people in Churches of
Christ today no longer believe that instrumental worship is a salvation issue. This belief
is supported through better scholarship and understanding of psallō to mean singing with
or without an instrument.19 Nevertheless, much of what Churches of Christ practice in
regards to art and aesthetics in worship occurs within the realm of scriptural silence.20
Most books written about the Stone-Campbell Movement only devote a few pages
to worship. We do, however, have a few extant writings from both Stone and Campbell.
Stone viewed worship as a place of humility before God and likened it to the

16. Ibid.,117.
17. During the early years of the Restoration movement, the word “theology” was considered to be
“human opinion” and not biblical. However, it is clear that a “theology” was indeed present if that word is
used to mean a reflection on the relationship between humanity and God and on the Christian faith. For
more see Gary Holloway and Douglas A. Foster, Renewing God’s People: A Concise History of Churches
of Christ (Abilene, TX: ACU Press, 2002), 108; Jorgenson, Theological and Aesthetic Roots, 18.
18. Leroy Garrett, The Stone-Campbell Movement: The Story of the American Restoration
Movement, rev. ed. (Joplin, MO: College Press, 1994), 462.
19. According to The Lexham Bible Dictionary (2016) the verb “make melody” (ψάλλω, psallō)
can refer to striking or plucking on a stringed instrument. The New American Standard Hebrew-Aramaic
and Greek Dictionary (1998) likewise define psallō as to pull, twitch, twang, play, make melody, sing, or
sing praises. For a scholarly exploration on the Mediterranean banquet and symposium and the author of
Ephesian’s instruction to sing songs, hymns, and spiritual songs see Richard A. Wright, “Drinking,
Teaching, and Singing: Ephesians 5:18–19 and the Challenges of Moral Instruction at Greco-Roman
Banquets;” Lexington Theological Quarterly (Online) 47, no. 3–4 (September 2017): 85–104.
20. Jorgenson, Theological and Aesthetic Roots, 19.
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“relationship between a dog and its master.”21 Even though Stone viewed worship as a
time of submission and correction, he also recognized it as a time of joy. Stone believed
that preaching should not be harsh or “center on controversy” and that singing should
express the nature of a loving and generous God, not an angry vengeful deity.22 Stone did
not dedicate a great deal of his writings to the content and order of worship, but instead,
he chose to simply emphasize it as a place of humility and joy before God.23 Campbell,
on the other hand, published a series of articles between 1824 and 1830 in his journal,
Christian Baptist, that argued for the restoration of practices from the ancient church,
including a divinely authorized order of worship.24 He maintained that an order of
worship should be the same in every worship assembly. It included “singing, reading,
thanksgiving, teaching, exhorting, praying, blessing, breaking the loaf, contributing to the
Lord’s treasure, and preaching the word,” and Campbell left the option for additional
elements to be added “as the occasion may require.”25
By the mid-twentieth century, the philosophy of Churches of Christ concerning
worship progressed into five defined acts of worship as laid out by John Allen Hudson. In
1947, Hudson wrote, “The worship of God through Christ, as set forth in the New
Testament, is comprised of five things—prayer, singing of songs, the Lord’s Supper,

21. Love, Foster, and Harris, Seeking a Lasting City, 132.
22. Ibid.
23. Richard T. Hughes, Reclaiming a Heritage: Reflections on the Heart, Soul and Future of
Churches of Christ (Abilene, TX: ACU Press, 2002), 127.
24. Love, Foster, and Harris, Seeking a Lasting City, 132.
25. Ibid.
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teaching and admonition, and giving of one’s means as he has been prospered.”26 The
belief at the time was that each of these elements of worship was founded on divine
precedent and therefore should be done properly. Hudson’s next words, written nearly
seventy years ago, reflect the nature of this study. He said the actions done in worship are
“the media through which God has ordained that the soul shall rise in communion with
Him; they are a Jacob’s ladder from earth to heaven.”27 Worship is more than just
prescribed acts; it is a way to commune with and experience God.
A biblical reasoning has not been found for the absence of art and aesthetics in the
Stone-Campbell Movement, yet a number of theories have emerged. One theory is that
early members of Churches of Christ were simply too poor to spend time, money, and
energy on anything superfluous. Members of Churches of Christ on the American frontier
were working-class people who were dealing with more practical and immediate
concerns than aesthetics. In addition, the churches in the Midwest and the southern states
were far removed from the great cities and culture of the East where symphonies, art
museums, and theatres were more available. This explanation is plausible, especially
when considered through the timeline of the Reconstruction and the economic disasters
after the Civil War.28 Another explanation could be the principle of isolation that led
many in Churches of Christ to avoid voting or bearing arms in war.29 The rationale of

26. The Pioneers of Worship, viii.
27. Ibid.
28. Holloway and Foster, Renewing God’s People, 108.
29. David Lipscomb’s Civil Government convinced many people not to vote. During World War I,
many young men from Churches of Christ refused to fight. For more see Holloway and Foster, Renewing
God’s People, 108.
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Churches of Christ has been that the kingdom of God is not of this world, and as such, we
should stay separate—“in the world but not of the world.”30 Perhaps that included the
“worldly” areas of art and aesthetics as well. My parents often told stories of growing up
in a time when the Church of Christ disapproved of playing cards, dancing, or even going
to the movies. In hindsight, it is evident that Churches of Christ were culturally separated
from the rest of society during this time. Our ancestors were too engrossed with the job of
restoring unity to the church and making ends meet to devote any attention to co-creating
beauty with God.
Despite appearances, if we conclude that the Restoration fathers were vehemently
opposed to all art and aesthetics, we would be incorrect; they considered visual art such
as paintings, portraiture, sculpture, and the burgeoning field of photography as utilitarian.
“The utilitarian function of painting, sculpture, or the infant medium of photography was
appreciated … by the reformers of Churches of Christ, since the heroic tradition of
remembering famous men by a sculptured or painted image complemented the value
system which drove their understanding.”31 Fortunately, since Campbell did not
disapprove of representational art and even appreciated the genre, his likeness was
captured in portraits several times throughout his life (see fig. 2).32 While Campbell and
others of his time condemned the message displayed through some visual art, such as a

30. While this phrase has been often quoted even from the pulpit, it is not a verse found in the
Bible. There are several passages that seem to portray this concept, but it is not found in Scripture in this
format. Three passages from which this quotation is often derived are: 1 John 2:15–17; Rom 12:22; and 1
Cor 9:19–23.
31. Jorgenson, Theological and Aesthetic Roots, 234.
32. For a humorous account told by Campbell’s wife, Selina, about the abortive and almost
suffocating attempts by an artist to capture a plaster mold for a bust of Campbell, see
Jorgenson, Theological and Aesthetic Roots, 235.
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couple in an intimate embrace kissing or children dancing, they did not condemn the
medium itself.33

Figure 2. Portraits of Alexander Campbell. Left, a young Alexander Campbell (1788 –
1866). Center, Campbell circa 1855. Right, daguerreotype photograph of Campbell, date
unknown. (Photo courtesy of the Disciples of Christ Historical Society.)34
Campbell’s own writings in the Millennial Harbinger in 1830 also reveal how he
had to defend his views from those who claimed he only preached an intellectual religion
void of emotionality. He wrote, “We should much regret if any sincere disciple of Jesus
Christ should suppose that we opposed or disliked a religion which captivated the heart,
moved the affections, purified the soul, and reformed the behavior of its votaries.”35
Campbell also demonstrated an appreciation for the beauty of creation, poetry, and
music. In an 1860 edition of the Millennial Harbinger, Campbell published an excerpt
from Kingsley’s Sermons that lauded the emotional value and beauty of music:

33. Jorgenson, Theological and Aesthetic Roots, 234.
34. Young Alexander Campbell and Campbell circa 1855 in Wikimedia Commons,
https://en.wikipedia.org/wiki/Alexander_Campbell_(clergyman); Daguerreotype photograph of Campbell,
Disciples of Christ Historical Society, Bethany, WV, https://www.discipleshistory.org/history/people/
alexander-campbell.
35. Ibid., 236.
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There is something very wonderful in music. Words are wonderful enough, but
music is even more wonderful. It speaks not to our thoughts, as words do; it
speaks straight to our hearts and spirits, to the very core and root of our souls.
Music soothes us, stirs us up; it puts noble feelings into us; it melts us to tears, we
know not how; it is a language by itself, just as perfect, in its speech, as words;
just as divine, just as blessed.36
Perhaps we can find new hope for art and aesthetics in worship for Churches of Christ for
the twenty-first century knowing that our “sometimes somber, straitlaced movement is
not by doctrine opposed to joyous creativity and artistic innovation.”37
Worship in Churches of Christ in the Twenty-First Century
Each Sunday during lunch my family discusses the sermon from earlier that
morning. My teenage sons have heard their dad preach their whole lives and have come
to expect the question, “What did you hear in the sermon today?” In fact, our boys have
started taking notes on their iPhones so they are ready to answer the question. Recently,
our youngest son answered, “I’m sorry, Dad, I have to admit I wasn’t listening today.
Everyone was playing this game on their phones, and I guess I was just too distracted.”
This kid is smart, and he is also a good schmoozer. He could have faked it and made
something up, but he resisted. He told the brutal truth. He was unable to glean anything
useful from the sermon, much less simply pay attention, because he and forty other kids
were too distracted. My husband is a brilliant and creative communicator, but he was not
able to break through the digital distraction of the entire youth group. Something else had
their undivided attention. As regular churchgoers, it is easy to be mortified by the actions
of the youth group playing games on their phones during church, but adults are just as

36. Ibid., 237.
37. Ibid., 10.
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guilty. We may extend a more overt courtesy during worship, but adults are just as
preoccupied and inattentive as our kids. We live in a postmodern, post-Christian age that
is technology-driven, immediate, and impatient. Not only are we losing the ability to pay
attention, but our culture has succumbed to what Richard Foster calls the new tools of the
devil: the distractions of “much-ness, many-ness, crowds, hurry, and noise.”38 Our culture
is constantly changing, and most churches cannot keep up.
If we want to affect our culture as followers of Christ, then artists of faith are
compelled to create culture. Over the course of the last two thousand years of church
history, artists of faith have employed the arts to create culture. Their art is a repository of
the collective memories, experiences, and understanding of the biblical story. Yet until
recently, many people in Churches of Christ have paid little attention to church history
between the time of the apostles and the early nineteenth century. In fact, evidence of this
attitude can be seen through placards on church buildings across the country that read,
“The Church of Christ: Founded in Jerusalem in A.D. 33. This building in 19--.”39 By
skipping over nineteen centuries of church history, we have also skipped over nineteen
centuries of Christian art. Since early Christianity, artists have worked in a variety of
mediums to translate the Bible. As a result, we have an abundant storehouse of
interpretations to complement our textual analysis and our worship. When an artist
renders an interpretation of the biblical text, they are translating that text across space and

38. Richard J. Foster, Celebration of Discipline: The Path to Spiritual Growth, 20th ed. (San
Francisco: HarperOne, 1998), 15.
39. Jorgenson, Theological and Aesthetic Roots, 29.
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time. Perhaps Alexander Campbell would now say that utilizing the arts in worship falls
under his category of “as the occasion may require.”40
Even though the Churches of Christ of the twenty-first century have inherited an
anxiety about utilizing the full spectrum of artistic expressions in worship, we live in a
world and culture that is visually driven and filled with colors, textures, and images
alongside art of every kind. Yet our worship times are intellectual experiences that are
exclusively driven by the spoken, written, or sung word. Speaking specifically about
worship in Churches of Christ, Leroy Garrett states:
We must face the reality that our services are often boring, even to ourselves. Our
people often attend out of duty or because they are good sports. Not only must
there be more relevant biblical preaching … but there must be a sense of urgency,
excitement, and meaning in the entire service. Some congregations have
innovative singing, interpretative readings, sharing time in which there is a real
Body life, and thus create an atmosphere of ‘the presence of the Spirit.’ They no
longer neglect the emotional dimensions of worship. These churches must be
looked to as leading the way rather than being ignored or criticize…. If we are to
be around for the next century we must find ways to overcome our casual, matterof-fact approach to religion.41
However, the absence of art in worship is not a distinctive issue only for Churches of
Christ. Warren Wiersbe articulates the problem in this way, “There is a strange attitude in
the evangelical world that moves people almost to delight in opposing and even
destroying the beautiful and artistic.”42 We have somehow come to the conclusion that to
be artistic is unspiritual and have been fearful of placing art above God.43 In his landmark
book Art and the Bible, Francis Schaeffer provides this thoughtful insight:

40. Love, Foster, and Harris. Seeking a Lasting City, 132.
41. Leroy Garrett, The Stone-Campbell Movement, 554.
42. Warren W. Wiersbe, Real Worship: Playground, Battleground, or Holy Ground? 2nd ed.
(Grand Rapids: Baker Books, 2000), 130.
43. Allen, Worship, 22.
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For a Christian, redeemed by the work of Christ and living within the norms of
Scripture and under the leadership of the Holy Spirit and the lordship of Christ
should include an interest in the arts. A Christian should use these arts to the glory
of God, not just as tracts, mind you, but as things of beauty to the praise of God.
An art work can be a doxology in itself.44
The time has come for a renaissance of the visual arts in worship for Churches of
Christ. While many Protestants, Churches of Christ included, may still live under the
residual influence of the Reformation in our view of worship and the visual arts, there is a
whole spectrum of color and a whole palette of artistic and creative ways to communicate
the gospel and worship God. We can no longer marginalize the value of the visual arts in
worship. By doing so, we marginalize a substantial part of God’s creation along with
those among us who draw meaning and significance from these forms of art as a mode of
communication. Robert Webber advocates for an embracing of the integration of arts in
worship:
We need to learn to trust the arts, to see, touch, smell, and hear what they have to
say. The arts are an active symbol, a visible word, and a visual speech. They can
and do speak. They can be used by the Spirit to communicate. But we have to
learn to hear what the arts are saying, to befriend them, to let them live among us,
worship with us, and serve as a vehicle of praise.45
If we continue to only focus on that which is cerebral and rational in worship in Churches
of Christ, we are denying an opportunity for the visual arts to create a sense of wonder
and awe for our congregations and to say what words alone cannot say.

44. Schaeffer, Art and the Bible, 18.
45. Robert Webber, Signs of Wonder: The Phenomenon of Convergence in Modern Liturgical and
Charismatic Churches (Nashville: Abbot Martyn, 1992), 88.
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Statement of the Problem
The problem to be examined is a lack of integration of the visual arts in worship
in Churches of Christ. Those raised in the Stone-Campbell Movement come from a
pragmatic heritage that believed efficiency and simplicity were necessary to spread the
gospel. Art is neither simple nor efficient. It can feel superfluous and emotionally
unpredictable. We live in a visual world that is becoming more aware of art, aesthetics,
and design. Our culture is changing; however, our worship experiences are not in step
with those changes. Our times of worship as well as the mission of the church as a whole
can enrich and be enriched by the arts. The arts do not simply lend to the illustration of
theology but are in and of themselves modes of theological expression and worship and
should be integrated into our worship times.
There are now those who are calling for the arts as liturgical expressions of praise
to God. Madeleine L’Engle argues that since the Master Artist has created us, our duty is
to make art that points others back to God.46 Jackson Pollock once said, “New needs need
new techniques.”47 Corporate worship in Churches of Christ needs new techniques which
can be strengthened by the arts. However, there should be open collaboration between the
church and artists to create good art that is also culturally relevant. It is necessary for art
to have a solid theological grounding if it is to be integrated into our worship. I believe
the solution is for the church to give artists emotional and theological support for their
work as they create new art that simultaneously points toward God and builds up the
46. Madeleine L’Engle, Walking on Water: Reflections on Faith and Art (Colorado Springs:
WaterBrook, 2001), 88.
47. Pepe Karmel, ed., Jackson Pollock: Interviews, Articles, and Reviews (New York: Museum of
Modern Art, 1999), 20.

16

church. Collaboration and accountability will also ease the sense of isolation artists often
feel and provide a greater depth of artistic creation. As with many other Protestant
denominations who have experienced a dearth of visual arts in worship, it is time for
Churches of Christ to recognize the power of the arts and begin recruiting the gifts and
talents of artists of faith to integrate the visual arts in Sunday morning worship times.
Statement of the Purpose and Intervention
The purpose of this intervention is to collaborate with artists from Churches of
Christ to design liturgical visual art activities which can be integrated into Sunday
morning worship. The arts shape the imagination of the community and provide the
catalyst through which many people encounter God. The goal is to ignite a renaissance of
the visual arts in Churches of Christ that helps both church leaders and churchgoers view
worship and the visual arts as intertwined and vital to the message of the gospel. This
project attempts to hold in tension the best parts of the Stone-Campbell Restoration
heritage, such as strong preaching, baptism, and weekly Lord’s Supper, while exploring
the untapped world of the visual arts for Churches of Christ. Chapter 2 examines the
theological themes and theoretical frameworks both in critique and support of the visual
arts in worship in order to search for practical ways the visual arts can be integrated into
worship with a team of artists.
The intervention brought together a team of four artists from Churches of Christ
to collaborate in designing liturgical activities integrating the visual arts in worship. The
team of artists met via video conference over the course of six weeks to study the
problem and design the activities. Before each virtual meeting the participants had the
opportunity to watch and listen to a ten-to-fifteen-minute webinar lesson on the biblical,
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theological, and historical rationale for the visual arts in worship, which I recorded. These
lessons provided the theological foundation for the creative design process of the
liturgical art activities. At the conclusion of the six weeks, the completed activities were
assembled, read, and reviewed by four outside experts. I surveyed the participants and the
outside experts and asked the same research questions to each group.
Basic Assumptions
This study makes some basic assumptions about Churches of Christ in the United
States. The first assumption is that most Churches of Christ in the United States view a
cappella singing as an acceptable form of art in worship. The second is that there are
some Churches of Christ who would welcome liturgical activities integrating the visual
arts in worship if there is sound theological reasoning supporting it. Third, there is a
resistance among some Churches of Christ to the integration of the visual arts in worship
due to an anti-entertainment bias or an iconoclastic posture toward art. Finally, the
assumption is made that there are artists in Churches of Christ who are not currently
utilizing their gifts in the Sunday morning worship and who would welcome the
opportunity to serve the church with their artistic gifts and talents.
Definitions, Delimitations, and Limitations
The term “the arts” is used in a broad sense to include the classical forms of art
such as painting, sculpture, poetry, drama, dance, music, and singing, as well as modern
forms like graphic design, photography, set design, video, film, and musical
instrumentation. The term “visual art” is narrowed down to reference art that is created
primarily for visual perception such as drawing, graphics, painting, sculpture, video,
photography, architecture, and the decorative arts. This research study also includes any
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visual art which can be created live during a worship service such as a worship painting,
pottery, or sculpture. Despite the visual nature of the arts included in this study, the arts
should not be considered as mere decoration or entertainment but as valuable and
authentic forms of communication. Suzanne K. Langer echoes this sentiment: “Art is the
creation of forms symbolic of human feeling.”48
The term “liturgical” is an adjective which originates from the Greek word
leitourgia and means “work of the people” in relation to worship.49 While most Churches
of Christ may not be familiar with this term, it is used in the context of this paper to mean
activities related to worship that are performed by the entire priesthood of believers (1 Pet
2:9) during the Sunday morning worship assembly.50 The term “liturgical visual art”
refers to art that is used as a visual aid within the worship assembly for the purpose of
communicating the gospel, illuminating the message of Scripture, enriching the
experience of worship, cultivating beauty, and ushering the congregation (and the artist)
into an experience of praise and prayer before God.

48. Suzanne K. Langer, Feeling and Form: A Theory of Art (New York: Charles Scribner’s Sons,
1953), 40.
49. D. R. W. Wood, and I. Howard Marshall, New Bible Dictionary. (Downers Grove, IL:
InterVarsity Press, 1996).
50. Alexis D. Abernethy, ed., Worship That Changes Lives: Multidisciplinary and Congregational
Perspectives on Spiritual Transformation (Grand Rapids: Baker Academic, 2008), 30.
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CHAPTER II
BIBLICAL, HISTORICAL, AND THEOLOGICAL FOUNDATIONS
In this chapter I offer biblical, historical, and theological rationale that support the
value of the visual arts and call for their integration into worship for Churches of Christ.
This chapter explores the use of art in Scripture, the history of the visual arts in Christian
worship over the last two thousand years, and a historic and contemporary critique of the
visual arts in worship. I follow with a study of theological themes which support the
integration of the visual arts in worship in Churches of Christ: creation, imago Dei, and
the incarnation. My basic presuppositions are that God is interested in creativity, beauty,
and the arts as evidenced by creation, and that human creativity is derived from being
created in the image of God and is continually reborn and transformed through faith and
the incarnation of Jesus Christ. The concept of imago Dei provides the theological
framework for human creativity and the innate value of the visual arts. A study of the
incarnation provides the theological framework for how the visual arts hold redemptive
qualities in Christian worship.
Examples of Art in the Bible
As with many other civilizations in the ancient world, art was part of the fabric of
life for the ancient Israelites. A study of history reveals that the Hebrew culture was
infused with art, beauty, and aesthetics. Andrew Hill notes:
For the ancients, artistic skills were practiced in professional guilds and artists
were essentially craftsmen and artisans. Art was daily life for the ancients,
whether temples or tombs, palace murals or painted pottery, inscribed
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monumental stelae or engraved cylinder seals…. Thus, the ancient Hebrew
culture had a developed approach to the arts in the sense of expressing the
beautiful, arranging space and color engaging in skilled workmanship, honing
technical crafts and polished performances, and implementing imaginative
design.1
Even though art and beauty were assimilated into the everyday life of the ancient
Hebrews, art found in the OT never seems to rise above what a modern observer might
deem as “decorative.” William Dyrness notes that “for the Hebrew, beauty was nothing
special simply because it shared in the ordered meaning of God’s creation … loveliness
of an object (or event) was simply its being what it was meant to be. The beautiful was
often what we might call merely the ‘fitting.’”2 The Hebrews did not have a special
language for art and beauty, nor did they share our subjective approach to aesthetics.
Conversely, modern people often associate beauty as being in the eye of the observer.
Dyrness explains the highly individualized nature of beauty today: “Even when it is used
in connection with a fine painting, therefore, the word beautiful refers to a particular
experience of aesthetic contemplation. Moreover, the encounter with beauty is often a
unique and personal experience in the quiet of museums and concert halls.”3 Yet, both the
Old and New Testaments view beauty with a theological grounding and acknowledge
God as the source of that beauty.4 Beauty is inherent in God and in God’s artwork—
creation.

1. Andrew E. Hill, Enter His Courts with Praise!: Old Testament Worship for the New Testament
Church (Grand Rapids: Baker Books, 1993), 212.
2. William A. Dyrness, “Aesthetics in the Old Testament: Beauty in Context,” Journal of The
Evangelical Theological Society 28, no. 4 (December 1985): 422.
3. William A. Dyrness, Visual Faith: Art, Theology, and Worship in Dialogue (Grand Rapids:
Baker Academic, 2001), 70.
4. Ibid., 73–74.
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We find many examples from Scripture that support this robust view of the arts in
ancient Hebrew culture. The first person mentioned in the Bible that is known to have
been filled with the Holy Spirit and then gifted and commissioned to use his skills was
the artist and craftsman Bezalel. We have a record of his calling and an enviable list of
his skills in Exodus:
Then Moses said to the Israelites: See, the LORD has called by name Bezalel son
of Uri son of Hur, of the tribe of Judah; he has filled him with divine spirit, with
skill, intelligence, and knowledge in every kind of craft, to devise artistic designs,
to work in gold, silver, and bronze, in cutting stones for setting, and in carving
wood, in every kind of craft. And he has inspired him to teach, both him and
Oholiab son of Ahisamach, of the tribe of Dan. He has filled them with skill to do
every kind of work done by an artisan or by a designer or by an embroiderer in
blue, purple, and crimson yarns, and in fine linen, or by a weaver—by any sort of
artisan or skilled designer. (Exod 35:30–35)
God entrusted Bezalel with every artistic detail of the construction of the tabernacle. He
fashioned everything from the curtains and tent poles to the gold-overlaid ark of the
covenant and the ephods inlaid with precious stones for the priests. Eugene Peterson said,
“Moses led people to salvation freedom; Bezalel paid scrupulous attention to the details
of that freedom embodied in a holy life. Moses brought down the Ten Words from Sinai;
Bezalel assembled them coherently in acts of offering and sacrifice.”5 It took an artist’s
understanding of how a place of worship is designed to remind the worshipers of God’s
presence and grace. Another detailed description of the use of art and architecture in

5. W. David O. Taylor, ed., For the Beauty of the Church: Casting a Vision for the Arts (Grand
Rapids: Baker Books, 2010), 95–96.
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Scripture is found in 2 Chr 3 and 4.6 The design and construction of the temple was
opulent in gold, jewels, decorative carvings, and artistic elements with two large
sculptures resembling cherubim positioned in the most holy place. The ornate design and
furnishings of the temple echo the tradition of the tabernacle. In a sense the OT aesthetic
is concentrated and centrally located in the tabernacle and later in the temple as a place
where God’s beauty—God’s glory—dwells.7
Philip Ryken argues that when God called and equipped Bezalel as an artist to
make the tabernacle, God put the divine blessing and approval on both the arts and the
artist.8 It is unlikely that anyone will ever receive the same unique calling or artistic
gifting that Bezalel had to build the house of God, but his example reminds us that we are
each equipped for life in the kingdom of God. Bezalel’s example also shows us that God
unequivocally calls and equips some people to be artists. Another example of one gifted
by God in the arts is Jubal. He was called “the father of all who play the lyre and pipe”
(Gen 4:21). While we do not know much about him except for his ancestry, the fact that
he is mentioned implies a significance that cannot be overlooked. Yet art is not limited to
the visual and aural. Writers are also gifted and called to use their skills. The Psalter is a

6. According to James E. Smith, The Books of History, Old Testament Survey Series. (Joplin, MO:
College Press), 1995: “The purpose of Chronicles is to preserve the record of priestly worship from Saul to
Cyrus. The book underscores the essential and central role of worship in the life of God’s people. For the
author the temple was (1) a symbol of the unity of the nation; (2) a reminder of the nation’s high calling as
a priestly people; (3) a sign that Yahweh was in the midst of his people; and (4) a standard by which
national faithfulness could be measured.” In contrast to Samuel and Kings, Chronicles exhibits a special
concern for worship, worship space, worship personnel, and that would account for the presence of this
material in this book rather than the others.
7. Dyrness, Visual Faith, 77.
8. Ryken, Art for God’s Sake, 22.

23

lush collection of poetry written by talented authors, including one whose “tongue is the
pen of a skillful writer” (Ps 45:1).
Through an exploration of Scripture, we see that God affirms a wide variety of art
forms. The psalmist says, “Praise the LORD with the lyre; make melody to him with the
harp of ten strings. Sing to him a new song; play skillfully on the strings, with loud
shouts” (Ps 33:2–3). Here the psalmist is calling on composers to write a “new song,”
vocalists to sing and shout, and instrumentalists to make music with the lyre and strings.
Psalm 149:3 summons dancers to praise God: “Let them praise his name with dancing.”
The entire Bible is a literary endorsement to the gifts of writers, storytellers, and poets as
well as a suggestion that God encourages all of the arts to thrive and grow into their
fullest potential. Every art form is under the blessing and dominion of God and can be
used to praise and glorify God in worship. This is not to say that every piece of art is
good or appropriate for worship. However, those who are called to be artists are invited
to answer that call and explore ways to use their gifts to the glory of God. Leland Ryken
summarizes it in this way, “The Bible endorses the arts in principle. The Bible is itself
literary in nature. From the pages of the Bible we learn that music, literature, and visual
art are meant to be central in the worship of God.”9 Christians have employed the arts in
worship, praise, lament, and teaching since the early centuries of Christianity, and much
can be gleaned from an exploration of the history of the arts in Christian worship.

9. Leland Ryken, The Liberated Imagination: Thinking Christianly about the Arts (Wheaton:
Harold Shaw, 1989), 62.
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History of the Visual Arts in Christian Worship
The history of the arts in Christianity began in Rome at the end of the second and
beginning of the third centuries. Christian art went underground into the labyrinth of
catacombs beneath the streets of the Roman capital where the Christians decorated the
tombs of their loved ones with paintings and mosaics of biblical scenes and Christian
symbols. Contrary to popular mythology, the Christians did not gather in the catacombs
to hide from persecution or to worship, but rather they visited often to celebrate the life of
the deceased.10 A common image frequently seen in the catacombs is that of Christ as the
Good Shepherd. In many of the paintings, his features resembled a clean-shaven Apollo,
strong and dignified, tending lovingly to his flock (see fig. 3). It was an image intended to
evoke a sense of security and trust in Jesus’s protection during times of persecution.11
Other common images were redemption stories, such as Daniel in the lions’ den, the three
Hebrews in the fiery furnace, Noah and the ark, and Jonah, where God was depicted as
the deliverer. The most prevalent representations from the life of Jesus were the miracle
stories, such as the multiplication of the loaves and fish and healings.12

10. Terry Glaspey, 75 Masterpieces Every Christian Should Know: The Fascinating Stories
Behind Great Works of Art, Literature, Music, and Film (Grand Rapids: Baker Books, 2015), 21.
11. Ibid., 19.
12. Ibid., 21.
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Figure 3: Left and center Christ the Good Shepherd and Daniel in the Lions’ Den. Right,
Catacombs, Rome, 2nd Century. (Photos courtesy of the Vatican and SUNY Oneonta.)13
The art created by Christians in these first few centuries was coded to maintain
secrecy. It also continued the Greco-Roman style of using common symbols such as the
peacock to represent the resurrection, the anchor (Heb 6:19–20), fish (Matt 4:19), the
Greek letters alpha and omega (Rev 1:8), and the intersection of chi and rho—the first
two letters of Christ.14 The symbol of the cross or images of the crucifixion, however,
were not common during this time. Additionally, it is highly likely that any Christian
found with cross imagery would have suffered persecution and ridicule.15 When
Constantine gave full religious freedom to the Christians in the Edict of Milan in January
313 C.E., the age of martyrs came to an end, and the era of the Christian Empire began.16
After Constantine’s conversion, he abolished crucifixion in 314 C.E., and the stigma
13. Christ the Good Shepherd (left), The Vatican, http://www.vatican.va/roman_curia/pontifical_
commissions/ archeo/inglese/ documents/rc_com_archeo_ doc_20011010_cataccrist_en.html#Arte; Christ
the Good Shepherd (center) in Wikimedia Commons, https://commons.wikimedia.org/wiki/File:Good_
shepherd_02b_close.jpg; Daniel in the Lions’ Den, SUNY Oneonta, Oneonta, NY, http://employees.
oneonta.edu/farberas/arth/smarthistory/early_christianity_ smarthistory.html.
14. Wendy Beckett, The Story of Painting, 2nd ed. (New York: DK, 2000), 34.
15. Nigel Spivey, “Christ and the Art of Agony,” History Today 49. (August, 1999), 20.
16. David F. Wright, “The ‘Edict of Milan,’” Christian History 9, no. 4 (November 1990), 9.
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associated with the image of the cross began to diminish, thereby allowing it to become a
more prevalent symbol in Christian art.17 Christianity became the official religion of the
Roman Empire, leading to the construction of many sturdy Romanesque churches and
abbeys; the opportunity for Christian art and symbols flourished.18 Artists were employed
to create furnishings and decorative elements for public and private religious devotion.19
At the same time, marble imagery appeared and continued to portray many of the same
images of the early Christians such as Christ as the Good Shepherd. Interestingly, the
images were usually reliefs and not full statues so that they could not be viewed from all
sides, thus preventing the temptation for idolatry.20
During the Middle Ages between 400 C.E. and 1400 C.E., the church used art as a
means of religious instruction because most people were illiterate. Even many of the
poorest church buildings in Europe covered their walls with murals and mosaics of the
stories of Scripture.21 The arts were utilized by both the Western and Eastern churches to
“lift the soul toward the contemplation of God.”22 However, the “Iconoclastic
Controversy” arose in the Eastern church between the seventh and ninth centuries in

17. Robin M. Jensen, “The Suffering and Dead Christ in Early Christian Art,” Arts 8, no. 1 (1995):
28.
18. Graham Sparkes, “Faith and Art: Reforming Perspectives,” Baptistic Theologies 8, no. 2 (Fall
2016): 33.
19. Dyrness, Visual Faith, 27–28.
20. Ibid., 27.
21. Ibid.
22. Ibid., 35.
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which violent battles were fought over the tradition of icons.23 For Eastern spirituality of
that era, icons were understood as “channels of God’s power,” and through venerating the
icon, the worshiper “somehow became united with what the icon represents.”24 When the
Byzantine Emperor Leo III came to power in 717 C.E., he ordered the destruction of any
religious images, carvings, or icons depicting Christ, the Virgin Mary, or any saint or
angel in human form.25 Realistic human depiction in art was seen as a violation of the
second commandment not to worship any “graven image” (Exod 20:4–6). All religious
art was restricted to nonhuman imagery such as leaves or abstract patterns. This first
destructive wave of iconoclasm ended in 843 C.E. with a decree in favor of the use of
human images in worship.26 The acceptance of icons in the Eastern church was
significant because they were viewed as more than just an aesthetic addition to the
liturgy. Icons expressed a deep theological statement: the full humanity of Christ.27
Another important art form of Christian spiritual formation between 600 C.E. and
1600 C.E. was that of illuminated manuscripts. These handcrafted codices (books that
replaced scrolls), printed on vellum and parchment, were painstakingly copied during a
time when books of any kind were precious and rare. Two notable types of manuscripts
were the Book of Kells, created by monks in a monastery on the island of Iona off of the
coast of Scotland, and the Carolingian manuscripts, created during the reign of
23. Philip Sheldrake, Spirituality: A Brief History, 2nd ed. (West Sussex: Wiley-Blackwell, 2013),
72.
24. Ibid.
25. Sparkes, “Faith and Art,” 33.
26. Beckett, The Story of Painting, 37.
27. Dyrness, Visual Faith, 37.
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Charlemagne.28 The Book of Kells is a Latin translation of the four Gospels and is
considered by many experts to be the greatest work of manuscript illumination ever
created.29 The Carolingian manuscripts are associated with the rule of Charlemagne, who
was crowned emperor of what is now France and Germany in 800 C.E. and was a great
patron of the arts. He commissioned several sets of illuminated Latin Gospels and
recruited artists who combined Greek, Byzantine, Germanic, and Anglo-Saxon styles to
produce the Carolingian manuscripts.30 They had a highly sophisticated layout and
increased the clarity and readability of the text with large capitals to highlight section
beginnings and a hierarchy of fonts.31 The illuminated manuscripts were liturgical aids
and commentaries, and each page was a beautiful work of art (see fig. 4).

28. Marek H. Dominiczak, “The Aesthetics of Texts: Medieval Illuminated Manuscripts,” Clinical
Chemistry 60. (June 2014): 907.
29. Beckett, The Story of Painting, 44.
30. Ibid., 41.
31. Dominiczak, “The Aesthetics of Texts,” 907.
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Figure 4: Crucifixion with Angels, Lindau Gospels. Circa 870–880. 13 3/4 in × 10 3/8 in.
(Photo courtesy of the Morgan Library and Museum, New York.)32
During the Gothic Age between 1290 C.E. and 1510 C.E., Christianity
experienced a time of prosperity, and the church commissioned marvelous works of art,
music, and architecture. The magnificent Gothic cathedrals of Europe were designed to
symbolically transport the worshiper from earth to heaven.33 They were a utopian space
full of treasures, stained glass, statues, and other forms of art to elicit the grandeur of
heaven. This time in history gave us great works of art such as the Ghent Altarpiece and
Grünewald’s Crucifixion (see fig. 5).34 The following three centuries of church and art

32. Crucifixion with Angels, in Lindau Gospels, Morgan Library and Museum, New York,
https://www.themorgan.org/collection/lindau-gospels.
33. Sheldrake, Spirituality, 85.
34. Jan van Eyck, The Ghent Altarpiece, 1430–1432, Saint Bavo Cathedral, Ghent, Belgium;
Matthias Grünewald, Crucifixion, 1510–1515, Bridgeman Art Library, London/New York/Colmar.
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history, known as the Renaissance, are even more splendid due in part to the
contributions of artists such as Michelangelo, Raphael, and Leonardo da Vinci. This age
also saw the rise of Humanism, the artistic depictions of secular subjects, and eventually
the Protestant Reformation.

Figure 5: Left, Ghent Altarpiece (1430 –1432). Right, Grünewald’s Crucifixion (1510 –
1515). (Photos courtesy of Lukas-Art in Flanders and LIFE Photo Collection.)35
During the sixteenth and seventeenth centuries, the Reformation in Europe was a
time when the Protestant church began to distance itself from religious imagery and
artists. Some church leaders once again viewed certain forms of art as idolatrous and
began to remove and destroy art from their churches. Leaders such as Huldrych Zwingli
and John Calvin took part in the iconoclasm and attempted to eradicate religious
imagery. The following is a vivid description of how Zwingli and his associates
addressed the use of art and aesthetics in worship:
In the summer of 1524, the “cleansing” of the churches began. Zwingli and his
colleagues, accompanied by all manner of craftsmen, entered the churches and set
to work. They disposed of the relics, raised their ladders against the walls and
whitewashed the paintings and decorations, carted away the statues and
ornaments, the gold and silver equipment, the costly vestments, and splendidly
35. Ghent Altarpiece, Lukas-Art in Flanders, https://artsandculture.google.com/asset/the-ghentaltarpiece-open/7QERA2CqwU1bcQ; Grünewald’s Crucifixion, LIFE Photo Collection, https://artsand
culturegoogle.com/asset/-/swHm3nb1FPAl2Q.
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bound service books. They closed the organs in token that no music of any kind
would resound in the churches again: the people were given ear to the Word of
God alone.36
Zwingli’s actions seem even more severe in light of the fact that he was an accomplished
musician. Calvin, like Zwingli, advocated for the eradication of all religious art and
symbols in worship, not because he thought they were superfluous or useless, but because
he thought they were too powerful (see fig. 6). Martin Luther, on the other hand, was
initially hostile toward images, but took a more moderate approach and allowed them as
long as the worshipers understood that art held no particular power and only symbolically
represented the Divine.37 Therefore, visual religious symbols and art often survived in
Lutheran church buildings.

Figure 6: Looting of the Churches of Lyon by the Calvinists in 1562 by Antoine Caron.38
36. Bard Thompson, Liturgies of the Western Church (New York: New American Library, 1974),
37. Ryken, Art for God's Sake, 11.
38. Antoine Caron, Looting of the Churches of Lyon by the Calvinists in 1562 in Wikimedia
Commons, https://commons.wikimedia.org/wiki/File:Looting_of_the_Churches_of_Lyon_by_the_
Calvinists_1562.jpg#file.
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A backlash to the religious restraint and iconoclasm of the Reformers ensued, and
Baroque artists such as Peter Paul Rubens and Caravaggio responded with many
significant works during the Catholic Counter-Reformation.39 Ironically, it was
Rembrandt, the son of a Roman Catholic mother and a Protestant Dutch Reformed father,
who produced some of the most remarkable paintings of biblical scenes of all time.40

Figure 7: Paintings by Rembrandt. Left, Return of the Prodigal (c. 1663–1665). Right,
Belshazzar’s Feast (c. 1635). (Photos courtesy of The State Hermitage Museum, St.
Petersburg, Russia, and The National Gallery, London.)41
However, the damage had been done for the Protestant church, and over the course of the
next four hundred years, the church and art became increasingly distant and estranged
from each other. Welton Gaddy and Don Nixon offer an insightful summary of the
effects of the Reformation on the arts in worship:
39. Beckett, The Story of Painting, 310–38.
40. Bob Haak, Rembrandt: His Life, His Work, His Time (New York: Abrams, 1982), 19.
41. Return of the Prodigal, The State Hermitage Museum, St. Petersburg, Russia, https://artsand
culture.google.com/asset/return-of-the-prodigal-son/5QFIEhic3owZ-A; Belshazzar’s Feast, The National
Gallery, London, https://en.wikipedia.org/wiki/Belshazzar's_Feast_(Rembrandt)#/media/File:RembrandtBelsazar.jpg.
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Well-meaning but overzealous reformers attempted to correct what they
considered abuses of ecclesiastical art in a manner that represented another form
of abuse. Warning against idolatry and wary of aesthetics, marauding reformers
ruthlessly stripped worship centers of all artistic expressions leaving sanctuaries
bare, sterile, and boring. The spoken and sung word ascended to a prominent
position in worship leaving room for little else except in traditions that continued
to assign importance to the bread and wine of communion.42
There were many historical, cultural, and theological factors that led to the
abandonment of art in the church in sixteenth-century Europe, but it is important to note
that many church leaders were not against art, only the misuse of art as idolatry. While
Protestant churches have had a tenuous relationship with the arts over the last several
centuries, the Catholic Church has continued to partner with artists to assist the church in
her efforts of praise, worship, teaching, and mission. At the close of the Second Vatican
Ecumenical Council, Pope Paul VI gave this mandate to Christian artists:
We now address you, artists, who are taken up with beauty and work for it: poets
and literary [people], painters, sculptors, architects, musicians, [those] devoted to
the theater and the cinema…. The Church has long since joined in alliance with
you. You have built and adorned her temples, celebrated her dogmas, enriched her
liturgy. You have aided her in translating her divine message in the language of
forms and figures, making the invisible world palpable. Today, as yesterday, the
Church needs you and turns to you…. This world in which we live needs beauty
in order not to sink into despair. It is beauty, like truth, which brings joy to the
heart of [humanity].43
While there is little doubt that ecclesiastical abuse was present in the sixteenth
century and church reform was decidedly necessary, the Protestant Reformers overcorrected the problem concerning art and images. By eradicating religious art and images

42. C. Welton Gaddy and Don W. Nixon, Worship: A Symphony of Senses, Vol. 1 (Macon, GA:
Smyth & Helwys, 1995), 34.
43. Second Vatican Council, To Artists [Address of Pope Paul VI], Vatican website, December 8,
1965; https://w2.vatican.va/content/paul-vi/en/speeches/1965/documents/hf_p-vi_spe_19651208_epilogoconcilio-artisti.html.
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from the church, the Reformers eliminated valuable sources of beauty, and the church
lost the pedagogical potential and transformative capacity of the visual arts. Additionally,
by stripping worship spaces of art and images, the Reformers not only left white-washed
sacred spaces, they also silenced the gifts of artists in the church for centuries. A time has
now come when the pendulum is swinging back to center, and the arts and artists are
once again finding their place in worship. However, the lessons of history must never be
forgotten. An understanding of the concerns and critiques of utilizing visual arts in
worship is now imperative.
Critique of the Visual Arts in Worship
Since the Paleolithic cave paintings of Lascaux, art has been used as a significant
means of storytelling, worship, and self-expression. Humans have been connecting art
and spirituality for a very long time. As stated earlier, one of the earliest recorded links in
Scripture is found in Exodus 35, where the craftsman Bezalel was “filled with the spirit
of God, with skill, intelligence, and knowledge in every kind of craft” (Exod 35:31). Art
has been prevalent throughout the lives of the people of God. It was part of the daily lives
of the ancient Hebrews, and we have early Christian evidence of art in the Roman
catacombs in the second and third centuries. After Christianity was recognized by
Emperor Constantine in 313 C.E., many churches were built which housed beautiful
works of art. This was a time when the majority of worshipers were illiterate, and the arts
were a tool used to tell the gospel stories. In the sixth century Pope Gregory the Great
was credited with saying, “The picture is to the illiterate what the written word is to the
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educated.”44 The visual reliance that many had on art to further their faith highlighted the
essential and vital nature of the arts to the church.
During the Middle Ages music, art, and architecture were considered spiritual,
because they were most often used in the service of the church.45 However, by the
eighteenth and nineteenth centuries, art and the church had a strained relationship, and
many Protestants began to separate worship from what they regarded as the “decadence
of the arts.”46 Today, the attitude of the church appears to be softening, and there are
those who view the arts as an expressive way to dialogue with, listen to, and praise God.
However, it would be a dangerous leap to assume that art is an automatic pathway to the
transcendent without a more thorough examination of the attitudes and events that
influenced the fear of art.
Historical Critique
During the Protestant Reformation there was a heavy emphasis on the word and a
lessening influence of visual imagery in Christian worship. Before the Reformation, art
and visual images saturated the life of the church. Paired with this domination of the
visual was the church’s refusal to make Scripture available and accessible to everyone.
The early Reformers therefore endeavored to simultaneously break free of images and
read, study, and interpret the biblical text themselves. They became so engrossed in this

44. Hilary Brand and Adrienne Chaplin, Art and Soul: Signposts for Christians in the Arts, 2nd ed.
(Carlisle, CA: IVP Academic, 2001), 28.
45. Ibid., 16.
46. Ibid., 18.
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new reality of holding and reading the Bible that they began to see worship only through
the lens of the word. Robin M. Jensen explains:
Protestant theologians usually claimed that no image could be equal to the biblical
text. The purest worship was with the heart, head, and mouth, not with the eye.
Adornments in the church were, at best, aids to the memory or illustrations for
non-readers. At worst they were distracting and possibly dangerous traps that
heretically confused the creation with the Creator.47
Thus, the churches birthed out of the Reformation either did not see a reason to
emphasize the arts, or they became highly critical of the arts because they were viewed as
insignificant compared to Scripture.
The historic argument most often used by those who criticized the arts in worship
is found in the second commandment:
You shall not make for yourself an idol, whether in the form of anything that is in
heaven above, or that is on the earth beneath, or that is in the water under the
earth. You shall not bow down to them or worship them; for I the LORD your God
am a jealous God, punishing children for the iniquity of parents, to the third and
the fourth generation of those who reject me, but showing steadfast love to the
thousandth generation of those who love me and keep my commandments. (Exod
20:4–6)
From the sixteenth century forward, Protestant theologians argued that figurative art—
whether it was intended as decoration or not—was synonymous with idolatry.48 Not only
did the Reformers believe that art and images could lead to idolatry, they also associated
them with corrupt superstitions that needed to be abolished.49 At various times
throughout the Reformation, people were roused to break into churches and destroy

47. Robin M. Jensen, The Substance of Things Seen: Art, Faith, and the Christian
Community (Grand Rapids: Eerdmans, 2004), 59–60.
48. Ibid., 61.
49. Dyrness, Visual Faith, 54.
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images, art, and statues, most of which were abundantly produced at the end of the
medieval period.50 John Calvin (1509–1564) and Martin Luther (1483–1546), among
many others, helped fuel the Reformation, but ultimately, they each held independent
views regarding the role of the arts in worship and the life of faith.
The Protestant Reformation was a tradition searching for simplicity with an
individual focus on internal piety and a corporate emphasis on the preaching of the word.
John Calvin summed up the Reformed critique by stating that the worship of God must
be spiritual in order to correspond with God’s eternal nature. Calvin’s understanding of
piety (pietas) helps explain his beliefs about spiritual worship; a believer’s life is meant
to be fully lived in the presence of a loving and holy God.51 True believers must
“recognize that they owe everything to God, that they are nourished by his fatherly care,
that he is the Author of their every good.”52 To fully grasp God’s glory and majesty, one
must use a faculty that is “far above the perception of our eyes…. Even if the use of
images contained nothing evil, it still has no value for teaching.”53 True worship and
piety for Calvin were shaped and centered on the preaching of the word. He placed a high
value on painting a verbal picture through his words in preaching, but actual visual
images had no place in his form of spirituality.54 Calvin even went so far as to contradict

50. Ibid., 53.
51. William Dyrness, A Primer on Christian Worship: Where We've Been, Where We Are, Where
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52. Ibid.
53. John Calvin, Institutes of the Christian Religion: Volume 1, ed. John T. McNeill, trans. Ford
Lewis Battles (Philadelphia: Westminster, 1960), 1: xi, 12.
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the views of Pope Gregory the Great when he noted, “Whatever men learn of God in
images is futile, indeed false, the prophets totally condemn the notion that images stand
in the place of books.”55
On the other hand, Martin Luther’s emphasis on justification by faith led him to
be more open to the use of artistic images for private devotion and worship. He believed
once the worshiper was justified, images could be used if they were not a hindrance.56
For him idolatry was a matter of the heart, and after the heart was “cleansed of the human
tendency toward self-justification, what one did about external matters in worship was
not important.”57 Perhaps his close friendship with the great German artist and godfather
of his children Lucas Cranach and his correspondences with the famous German
Renaissance painter Albrecht Dürer also contributed to his defense and pragmatic attitude
toward art in the life of faith.58 Luther wrote, “I do not behold that the Gospel should
destroy all the arts, as certain superstitious folk believe. On the contrary, I would fain see
all the arts, and especially that of music, serve Him who hath created them and given
them to us…. The Law of Moses forbade only the image of God; the crucifix is not
forbidden.”59 Luther also reigned in his followers who participated in the iconoclastic
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destruction of Catholic art.60 He came out of hiding to counter the image-breaking and
chaos perpetrated by his former defender Andreas Karlstadt in the town of Wittenberg,
Germany who incited citizens of that town to destroy relics and images.61 Karlstadt took
a severe stance on the inclusion of arts, especially certain forms of music in worship:
“The Gregorian chant moves the mind still further from God—to say nothing of the
mumbling, the shrieking like geese of the choristers and lascivious sound of musical
instruments, the wailing of organs.”62 Karlstadt also maintained that “all the pictures on
earth put together cannot give you one tiny sigh toward God.”63
However, it would be shortsighted to conclude that the Reformers, and
particularly Calvin, believed images, art, and aesthetics had no value. Calvin himself
seems to imply the opposite is true when speaking of the glory of God seen in creation:
“Let us not be ashamed to take pious delight in the works of God open and manifest in
this most beautiful theatre.”64 Furthermore, “there is no spot in the universe wherein you
cannot discern at least some spark of [God’s] glory. You cannot in one glance survey this
most beautiful system of the universe in its wide expanse without being completely
overwhelmed by the boundless force of its brightness.”65 Regardless of his appreciation
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for the beauty of God’s work in creation, when it came to worship, Calvin found no
appropriate place for visual elements.
Several other cultural developments also contributed to the distancing of the arts
from worship. The building of extravagant places of worship was unfortunately viewed
as being connected to corruption in the church through the sale of indulgences—the
monetizing of forgiveness. This funding methodology was developed by the popes
(particularly Sixtus IV, builder of the Sistine Chapel) and preyed upon the medieval
people’s fear of purgatory.66 There was also an increased awareness that the expense of
creating art redirected valuable resources which could have otherwise been used to help
the poor.67 Finally, one of the most powerful catalysts of change during this time was the
invention of the printing press around 1450.68 This technological revolution worked sideby-side with the ideological revolution of the Reformation. Worshipers were finally able
to read and hear the Bible in their own language, which led to longer sermons, pews in
churches, and inner piety, including closed eyes during prayers. As a result, worship
became more inwardly driven. This new worship experience did not lend itself to the use
of art or images; as these were generally seen as a distraction from the preached word.69
The efforts of the Reformers had taken root and even the Catholic church could
no longer ignore the wave of protests felt all over Europe. The Council of Trent (1545–
1563) endorsed the educational value of the arts for the illiterate but stipulated that they
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should not contradict church doctrine or moral decency.70 Even with this concession it
was too late for a reconciliation between the Catholic and Protestant churches, and the
division continued to widen. The arts were a casualty of this historic clash between two
divergent theologies, and both sides experienced losses. The Catholic church destroyed a
great deal of medieval art because it looked savage and primitive through Renaissance
eyes.71 While the Lutheran church preserved some of its artistic elements, inconceivable
quantities of art were demolished in the Reformed and Anglican churches.72 The damage
had been done for the Protestant church, and over the course of the next four hundred
years, the church and the arts continued to distance themselves from each other. The
elimination of art and images as devotional objects reduced the opportunities for
emotional connection with the experience of worship.73 The Churches of Christ were
birthed during this era of estrangement from the arts, which undoubtedly influenced the
Stone-Campbell tradition of iconoclasm.
Contemporary Critique and Pitfalls
One of the reasons for the iconoclasm of the Protestant Reformation is that church
leaders realized that the arts have immense power to manipulate and abuse.74 In the
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nineteenth century the arts slowly began to return to churches but usually as
ornamentation and decoration. Over the last one hundred years, the arts have made a
gradual return to praise and worship in Protestant churches. James F. White notes that
“our eyes have been open to the power of the visual to state that which is the object of
our worship: God in our midst.”75 As a result of this awakening, we now see several
contemporary critiques and dangers that are unique to our time.
An awareness of these potential pitfalls will hopefully allow the arts to act as an
enhancement to worship rather than becoming an impediment to the worship of God.
First of all, one must be mindful of creating or utilizing art that is of lower quality. Art of
poor quality acts as a distraction and barrier for worship and diminishes the potential for
communicating meaning. Art that is to be used in our times of worship should be curated
in an effort to ensure that poor quality not impede the message. A second potential pitfall
is art of good quality being used inappropriately. Even good, true, or beautiful art can be
an obstacle if not employed well. Thoughtful planning, theological considerations, and
congregational needs and readiness must be attended to so that the art serves and fits the
worship service. A third hazard is art that functions primarily as entertainment. While it is
important that worship captures the attention and imagination of the congregation, it must
not be implied that art only serves as amusement or performance. The arts should be seen
for what they are—a powerful form of communication that can carry immense
theological insight, facilitate praise and worship, and transport the worshiper into an
awareness of the presence of God. Similarly, allowing the function of art to replace the
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message—specifically preaching—is the fourth potential pitfall. The arts should work in
tandem with preaching to communicate the gospel more completely; they should never be
competing elements in worship. After all, preaching is an art form itself. A final pitfall to
consider is utilizing art in worship that goes “too far” and either draws attention to itself
or communicates an overwhelming message that pulls the worshiper away from God. In
this situation the church should neither glorify the artist nor censor the artist’s
imagination and creativity. Instead, the church and artist should work together to create
art that communicates deep theological messages, expresses beauty, and speaks truth that
points toward God. Openly recognizing and anticipating the pitfalls that could occur
when using the arts in worship magnifies the possibility of true spiritual transformation
while lessening the negative perceptions or outcomes.
Theological Constructs
This chapter explored examples of art in the Bible, its use in Christian worship
throughout history, the Reformed critique of images in worship, and the potential pitfalls
of utilizing the visual arts in modern worship. Next, the theological rationale that affirms
and supports the visual arts as an active part of worship will be examined. These
constructs assist in understanding the relationship between art, the Christian faith, and
more specifically, worship. Theologians today encounter less resistance in support of the
arts than was experienced during the Reformation, yet artistic apathy among many
churches continues. While the current trend of ignoring the visual arts is certainly a far
cry from the iconoclasm of the sixteenth century, the ultimate consequences are
comparable. Whether the church is actively destroying and removing art and images from
sanctuaries or is simply not investing in the creation of art, the same fate awaits—
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worship and sacred spaces devoid of art, which can spiritually transform and transport
one into the presence of God.
As was stated earlier, my basic presupposition is that God is interested in
creativity, beauty, and the arts as evidenced by creation, and human creativity is derived
from being made in the image of God and is continually reborn and transformed through
faith and the incarnation of Jesus Christ. I will now explore the concept of imago Dei as
the theological framework for human creativity and the incarnation as the theological
framework for how the visual arts hold redemptive qualities in Christian worship.
Creation and Imago Dei
Life on earth began through an artistic endeavor, and when we create, we are
connecting with and imitating God—the original Creator and Artist.76 Creativity is part of
humanity’s inheritance; it is one of the ways we are made in the image of God (Gen
1:26–28). The human desire to create and then delight in what we have made is a
reflection of God’s original act of creation. The doctrines of creation and imago Dei
assert that humans, both women and men, were created in the image of God (Gen 1:26–
27). God has implanted something of God’s divine nature into humanity. Every living
thing has been given the amazing capacity to also create life—to “be fruitful and
multiply” (Gen 1:28; 8:17; 9:1, 7; 35:11; Jer 23:3; Ezek 36:11). In this way humans are
no different from the flora and fauna. However, what distinguishes humans from the
animal and plant world is our ability to create and appreciate beauty through art, music,
poetry, song, and dance. Philip Ryken notes, “The characteristic common to God and
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[humans] is apparently the desire and the ability to make things.”77 Scholars agree that
enough contextual evidence exists to imply that if God is a creator and humans are made
in God’s image, then humans will also enjoy creating.78
God has given humanity the gift, drive, and ability to create. When we engage in
creative activities, whether that is painting a picture, designing a website, planting a
garden, crafting a lesson plan, taking a picture, cooking a meal, or assembling an outfit
while getting dressed in the morning, we are accepting the gift of creativity which was
given to us by our Creator. In this way we have been created to create. In his book
Imagine: A Vision for Christians in the Arts, Steve Turner summarizes it as follows:
The doctrine of creation teaches us that God made human beings in his image and
for the purpose of serving him in love and looking after the things he made.
Creativity is part of that inherited image because God is a designer and maker.
Our desire to create, our ability to make concepts tangible and our pleasure in
making are all reflections of God’s original “let there be” and “it was good.” This
means that creativity is not merely permissible, it is essential. It is what God
wants. To express ourselves in art is to experience more fully the richness of
being human. Animals may make primitive tools, be taught to recognize sounds
and instinctively make such complexly designed habitats as a web or honeycomb,
but only humans make art.79
The remarkable ability to create art is part of humanity’s identity as God’s image-bearers
and is a universal quality to all humankind. Additionally, Francis Schaeffer in his
foundational book Art and the Bible was emphatic on the universality of imago Dei and
human creativity: “All people are to some degree creative.”80 Claus Westermann also
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insists that everything it means to be made in the image of God is applicable to everyone:
“This holds despite all differences among people; it goes beyond all differences of
religion, beyond belief and unbelief. Every human being of every religion and in every
place … has been created in the image of God.”81 Beverly Shaman states in her book
Seeing in the Dark, “We are the offspring of a creative God whose handprint is stamped
indelibly on our soul, marking us for continuing creativity in the world. This holy
birthmark is the Creator’s personal gift to the universe for all time.”82 As the human
family we are all gifted and commissioned with continued creativity in the world
alongside God; humans are God’s co-creators.
When we create art that reflects beauty, goodness, or truth and dedicate that art to
the Lord, it is a form of praise and worship to the one who breathed in us the longing to
create. Artist and teacher Jill Maxwell put it this way, “The first breath of God was the
creative spirit. We all breathe in the longing to create, because it is our spiritual
connection with God.”83 The generative act of co-creation with God is worship, and it is
one of the many ways humans are made in the image of God. In this way the “image of
God” is a verb. It is not static or finite. It is a living, breathing activity that incorporates
both the physical and the emotional to express the whole human experience through art.
Philip Sheldrake suggests that the Great Masters such as Michelangelo and da Vinci were
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“no mere craftspeople but were elevated to the rank of active co-creators with God.”84
When we take up the pen, the baton, or the brush to create, we are dynamically mirroring
the image of God—the original Artist—and we reflect the heart and mind of our Maker.
When we produce art, it is an expression of love and beauty—love for God and the
beauty of God’s creation. Therefore, creating visual art for and during worship can help
us experience a spiritual discourse with God and engage in active communication as we
are formed into the image and likeness of Christ.
God seems to have created the human (adam) to continue the imaginative process
of creation as God’s co-creator. Roger Hazelton articulates this view by saying that
instead of leaving the human out of the innovation and creativity loop at creation, God
calls on the human to name and tame the animals, which is an act of creativity itself.85 It
is also a charge to rule over and to have authority. “Then God said, ‘Let us make
humankind in our image, according to our likeness; and let them have dominion over the
fish of the sea, and over the birds of the air, and over the cattle, and over all the wild
animals of the earth, and over every creeping thing that creeps upon the earth’” (Gen
1:26). Humanity is commissioned to “rule over” and exercise dominion over every other
living thing on the earth. Scholars suggest that this rule and dominion “reflects royal
language” and should be considered as ruling with compassion and wisdom.86
Humanity’s role is to be stewards over creation on God’s behalf. John Wesley stated,
“[The human] was God’s vice-regent upon earth, the prince and governor of this lower
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world,” and Jeremy Begbie explains humans are “priests of creation.”87 Therefore, if
human creativity originated by being created in the image of God and humanity’s role is
to steward and rule on behalf of God, then the work of humans—creativity and artmaking
included—is done with divine approval and authority.
The creation moment in Genesis also positively demonstrates God’s blessing and
affirmation on the created world. The Lord declares that matter is good; indeed, it is
“very good” (Gen 1:31). Yet, despite this outright acceptance of the material world by
God, many in churches today continue to either ignore or be suspicious of the visual arts,
which carries implications in and of itself. Jensen observes, “On the one side are
Christians who see all religious images as potential idols…. On the other side are those
who cannot imagine worship without the visual dimension and who argue that the denial
of images is tantamount to the denial of … the goodness of creation.”88 If we regard the
visual arts with suspicion because of their material nature, whether intentionally or not,
we are flirting with a dualism reminiscent of Plato. Fred P. Eddie notes, “According to
this way of picturing the world, thinking elevated thoughts in ivory towers receives high
marks, while birthing babies, planting crops, and painting pictures are regarded as
necessary evils or sinful wastes of time.”89 This view is counterintuitive to God’s
affirmation of the material world; furthermore, it discounts the implications of the
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incarnation. Even if the church were to dismiss God’s affirmation of the created world in
Genesis, the incarnation of Jesus endorses and redeems the material world.
Incarnation
Many scholars and theologians as well as many artists argue that any theological
discussion of human creativity is incomplete if only viewed through the lens of creation
and imago Dei. The missing Christological piece to the equation is the doctrine of
incarnation. Richard Foster asserts that the incarnation focuses on “making present and
visible the realm of the invisible spirit.”90 Essentially, the incarnation offers a redemptive
quality to the theology of human creativity and helps answer the questions: “So what?
Why bother with the arts when there is so much pain and suffering in the world?” The
two notable lessons from the incarnation that impact this discussion the most are 1) God
intervened in creation through Jesus Christ, who is the divine image of the invisible God
and brings the hope of new creation (Col 1:15; Matt 12:21), and 2) human artistic
creativity articulates the message of hope and redemption by making the unseen
physically alive to our senses.
Jesus Christ, Image of the Invisible God, Hope of New Creation
The word incarnation is Latin and means “enfleshed.” The glory of God was most
spectacularly embodied in the life of Jesus at his birth (Luke 2:14), transfiguration (Matt
17:2), death (John 13:31), and resurrection (Matt 28:6).91 The loving and self-giving
nature of God is so deep and so profound that God shared divine glory with humanity
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through the incarnation of Jesus. Trevor Hart articulates the basic tenet of the incarnation:
“God has, in the incarnation, accommodated himself in order to know and be known by
those who otherwise could not know him.”92 Jesus was a human being and also the very
image of the invisible God, the perfect imago Dei (John 14:9). Through the incarnation of
Jesus, we are able to more fully know and be known by God.
The incarnation illustrates the dual nature of Jesus as both fully divine and fully
human. Since Jesus is God, he speaks and acts on behalf of God because he is the very
image of God. To witness Jesus act and speak is to see and hear God.93 Likewise, Jesus is
also fully human and also represents humanity. Sculptor Lynn Aldrich observes that
Jesus is “simultaneously, the most mysteriously other and most down-to-earth of human
beings.”94 The incarnation of Jesus beautifully integrates both the divine and human
natures into one being, and he is able to perform all the duties of co-creator given to the
divine image-bearers at the beginning (Gen 1:26–3:10) because he is the Divine image.
Jesus was able to accomplish on this earth by acting on behalf of God and humans what
had previously eluded humanity when the Genesis project failed. Genesis 3 illustrates
both the rejection of God’s authority by Adam and Eve and their rejection of the roles
delegated to them as royal stewards. Begbie describes it as follows: “The Genesis project
had misfired. The catastrophe of Adam is that humanity’s vocation as worshiper in
creation has turned into the worship of creation (and that includes self-worship).”95

92. Jeremy S. Begbie, ed., Beholding the Glory: Incarnation through the Arts (Grand Rapids:
Baker Academic, 2000), 23.
93. Begbie, Resounding Truth, 205.
94. Begbie, Beholding the Glory, 102.
95. Begbie, Resounding Truth, 203.
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Though God had created the perfect co-creators to steward and rule on God’s behalf,
humanity turned from that original design and disobedience and sin entered the world
(Rom 5:12).
Humanity blew it; humans were gifted and commissioned by God to carry out the
duties of co-creators, but they faltered. However, God found the true image-bearer in
Jesus, and all of creation is now summoned to become like Jesus and be reimaged into his
likeness. The Apostle Paul explains, “And all of us, with unveiled faces, seeing the glory
of the Lord as though reflected in a mirror, are being transformed into the same image
from one degree of glory to another” (2 Cor 3:18). Because of the life and mission of
Jesus, we have the opportunity to be utterly transformed into a new creation, just as the
clay is molded and shaped by the hands of the potter (Jer 18). In his book Simply
Christian, N. T. Wright says, “We are called to be part of God’s new creation, called to
be agents of that new creation here and now. We are called to model and display that new
creation in symphonies, and family life, in restorative justice and poetry, in holiness and
service to the poor, in politics and painting.”96 It is now our honor to find our place in the
world, to be transformed into the image and likeness of Christ, and to reflect the love,
grace, and mercy of God to the whole world, as God makes all things new.
Incarnational Art: Making the Unseen Seen
As stated earlier, the creation of the universe began with art and “God saw that it
was good” (Gen 1:10). The material world is good, and through the incarnation of Jesus

96. N. T. Wright, Simply Christian: Why Christianity Makes Sense (San Francisco: HarperOne,
2010), 236.
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that material world is being redeemed. Aldrich emphasizes “that God would even bother
to create the universe in the first place is a hint of the coming incarnation. He makes
‘good’ stuff, and he likes what he made.”97 The physical world has an eternal and
redeemed worth because of the incarnation of Jesus. The unseen God became seen and
known through the incarnation. William Dyrness makes the observation that the invisible
God also becomes alive to our senses through beauty and aesthetics.98 It is the richest
concept embodying the glory of God and is visible near the surface when we take time to
look. Ruth Haley Barton says that when we wake up and pay attention, “we realize how
thin the veil really is between the material and spiritual world.”99 When an artist paints a
picture, creates a sculpture, writes a poem, or composes a song, she is engaged in an
incarnational activity. She is bringing to life concepts, ideas, wisdom, faith, stories, and
hope through a creative act. Madeleine L’Engle explains it as follows:
To paint a picture or to write a story or to compose a song is an incarnational
activity. The artist is a servant who is willing to be a birth-giver. In a very real
sense that artist (male or female) should be like Mary, who, when the angel told
her that she was to bear the Messiah, was obedient to the command. Obedience is
an unpopular word nowadays, but the artist must be obedient to the work…. I
believe that each work of art, whether it is a work of great genius or something
very small, comes to the artist and says, “Here I am. Enflesh me. Give birth to
me.” And the artist either says, “My soul doth magnify the Lord,” and willingly
becomes the bearer of the work, or refuses.100

97. Begbie, Beholding the Glory, 104.
98. Dyrness, A Primer on Christian Worship, 78.
99. Ruth Haley Barton, Strengthening the Soul of Your Leadership: Seeking God in the Crucible of
Ministry (Downers Grove, IL: IVP Books, 2008), 67.
100. L'Engle, Walking on Water, 9–10.
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The artistic or creative imagination goes beyond what is seen and visible on the surface
and symbolically brings forth the invisible. Through the act of creation, the artist “sees
more or otherwise than what is generally perceptible and symbolizes her vision that
others may share it. Her art grants ‘eyes to see and ears to hear’ to those whose seeing
and hearing is otherwise less full.”101 Creating art is an incarnational activity that allows
the unseen to be seen.
The creation of art is also a hopeful enterprise. Makoto Fujimura, the
internationally renowned artist and director of Fuller Seminary’s Brehm Center said:
Art is an inherently hopeful act, an act that echoes the creativity of the Creator.
Every time an architect imagines a new building, an artist envisions the first
stroke of a brush on a white canvas, a poet seeks a resonant sound in words, or a
choreographer weaves a pause in layers of movement, that act is done in hope; the
creator reaches out in hope to call the world into that creation.102
Artistic creativity is hopeful and transcendent because it reflects the creative work of
God. This is the reason God sent Jeremiah to the potter’s house (Jer 18:2). It was only
when Jeremiah witnessed the molding and reshaping of the spoiled clay vessel into a new
vessel that Jeremiah realized God could reshape and recreate the nation of Israel. Art is
inherently hopeful because it mirrors God’s redemptive and creative acts.
Visual art also speaks in ways words alone cannot. It has the incarnational
capacity to disclose levels of meaning that simple words do not possess. Visual art is
symbolic in nature and can “give emotion shape and substance” and communicate on

101. Begbie, Beholding the Glory, 5.
102. Makoto Fujimura, Refractions: A Journey of Faith, Art, and Culture (Colorado Springs:
NavPress, 2009), 69.
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levels beyond the rational and intellectual.103 In this way visual art is able to reach the
heart, body, spirit, and soul of humans in ways that fall short for words. For example, my
earlier experience of gazing upward at the beautiful stained-glass Glory Window in the
chapel at Thanks-Giving Square in Dallas was transcendent and deeply moving. The
artist of that window, Gabriel Loire, relied on the spiral architecture of the chapel ceiling,
the lighting, colors, shape, and texture of the stained-glass to communicate the majesty
and glory of God to the worshiper. There are no words to adequately describe the beauty
of that window in a way that could then evoke the praise, wonder, and joy that abound
from actually seeing and experiencing it. It would be like trying to fully appreciate
Handel’s Messiah by simply reading the notes in the score. We must engage the arts to
say and “incarnate” what the written word alone cannot say.
The theological constructs outlined above—creation, imago Dei, and
incarnation—represent several theological voices affirming the inclusion of the visual
arts in worship today. They each attempt to affirm the visual arts and combat artistic
apathy in worship. Each one offers a theological insight as to why the visual arts are
critical to the life and liturgy of the church. Humanity’s unique relationship with God as
those made in God’s image makes deep claims on us to acknowledge and utilize our
artistic natures. Since God is the original Creator, human creativity is near to the heart of
what it means to be made in the image of God. The church should no longer ignore,
avoid, or dismiss the artistic gifts of its members but rather should view them as part of
what it means to be made in the image of God. Creation and art are material in nature.

103. Janet R. Walton, Art and Worship: A Vital Connection (Collegeville, MN: Liturgical Press,
1991), 79.
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They are physical “stuff” and God values the goodness of matter because God created it.
Because Jesus came to this earth and became flesh (physical) rather than staying apart
from the world, the material world is validated and affirmed. Through the incarnation of
Jesus and his life, death, and resurrection, God is working to make all things new. The
arts play a significant role in new creation because they have the incarnational ability to
make the unseen seen and communicate on levels beyond words. Art, innovation, and
creativity should be affirmed, encouraged to flourish, and made a high priority in the
church. It is time to create a clearing, a broad pathway, for visual artists to begin
enriching the life of the church through their craft. It is time for a renaissance of the
visual arts in worship.
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CHAPTER III
METHODOLOGY
This project engaged qualitative research methodologies to collaborate with a
team of artists from Churches of Christ to create liturgical art activities which could be
utilized in worship. While quantitative research adheres to numerical and statistical
analysis, qualitative research is a method of exploration that seeks understanding and
searches for insight into a particular problem through other means. Norman Denzin and
Yvonna Lincoln describe it this way: “Qualitative research is a situated activity that
locates the observer in the world. It consists of a set of interpretive, material practices that
make the world visible…. Qualitative researchers study things in their natural settings,
attempting to make sense of, or interpret phenomena in terms people bring to them.”1
This method of research is deeply situated in the process of observation and interviews
and seeks to interpret and understand “lived experiences.”2 While qualitative research
appears more subjective than quantitative research, it offers the researcher an opportunity
to answer different kinds of questions. In this study, for example, I wanted to not only
know what art activities a team of artists would design and recommend for use in

1. Norman K. Denzin and Yvonna S. Lincoln, eds., The Sage Handbook of Qualitative Research,
3rd ed. (Thousand Oaks, CA: Sage, 2005), 3.
2. Tim Sensing, Qualitative Research: A Multi-Methods Approach to Projects for Doctor of
Ministry Theses (London: Wipf & Stock, 2011), 57.
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worship, but I also wanted to know if the art activities were seen as useful tools to
facilitate worship and could affect the spiritual formation of the worshiper.
With these research goals in mind, I also had to employ a subset of qualitative
research—participatory action research—in order to fully understand the problem and
affect change. Michael Patton describes action research as “solving specific problems
within a program, organization, or community. Action research explicitly and
purposively becomes part of the change process by engaging the people in the program or
organization in studying their own problems in order to solve those problems.”3 The
participants in this study were deeply invested in the outcomes of the research because
they were either artists in Churches of Christ who value the contributions of art and
artists in worship, or they were ministers who seek creative and innovative ways to
facilitate worship and spiritual transformation. Additionally, it is important to note that
participatory action research is conducted from within the organization and with the
cooperation and full knowledge of the participants.
Description of the Project Intervention
Over the course of six weeks, a team of four participants convened via the video
conference platform Google+ Hangouts. The participants served as expert artists in the
development of six liturgical art activities that integrated visual arts for the Sunday
morning corporate assembly for Churches of Christ. I wrote a series of five lessons that
explored the biblical, historical, and theological rationale for the integration of the visual
arts in worship. Each of these lessons were recorded as online YouTube videos that the

3. Michael Quinn Patton, Qualitative Research and Evaluation Methods, 3rd ed. (Thousand Oaks:
SAGE, 2002), 221.
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participants watched on their own before our meetings. We discussed any questions or
issues that arose from the lessons at the beginning of our sixty- to seventy-five-minute
sessions. The remainder of our time together was devoted to the exploration and design
of liturgical art activities that integrated the visual arts. At the completion of the six
sessions with the artist participants, I assembled the six liturgical art activities, which
were then reviewed individually by four outside experts. The goal was to create liturgical
art activities that integrate the visual arts in a way that will enrich worship in Churches of
Christ and facilitate the opportunity for spiritual formation.
My field notes from the conference calls served as the primary artifact for
researcher evaluation. At the conclusion of the six sessions, the liturgical art activities
were assembled and offered to both the participants and the outside experts for their
evaluation. I sent an online survey to both the participants and outside experts
individually and asked the same questions to both groups:
1. In what ways do you think the liturgical art activities created by the group will
enhance worship and/or impact spiritual formation in worship for Churches of
Christ?
2. How do you think the liturgical art activities will be accepted by “mainline”
Churches of Christ? Are they usable? Can the average Church of Christ put
these activities into practice?
3. To what degree are each of these six liturgical art activities usable in worship
for Churches of Christ? (The six art activities were listed on a Likert scale and
the respondents could choose: completely unusable, not very usable,
somewhat usable, very usable.)
4. What impact will the liturgical art activities have on the utilization of the gifts
and talents of artists in Churches of Christ?
5. What, if anything, do you feel should have been added to or omitted from the
liturgical art activities that the group created?
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Description of the Participants
The participants chosen for this project were a purposive sampling of artists from
Churches of Christ. A purposive sample is a select group of research participants who
have a knowledge of the research topic and meet a certain criterion for their inclusion in
the research.4 The participants are all at least eighteen years old, attend a Church of
Christ, and were selected based on their artistic expertise and involvement as lay leaders
in their church. The goal was to assemble a diverse group of artists of faith who have a
wide range of artistic experiences and expertise. The team consisted of two women and
two men:
1. Hayli Apple is an actor and a playwright and currently serves as the assistant
worship minister in Atlanta, Georgia, at the North Atlanta Church of Christ.
2. Kim Brentham is a teacher and a visual and performing artist in Dallas, Texas,
where she and her husband serve as shepherds at the Preston Road Church of
Christ.
3. Don Brimberry is a professional potter in Austin, Texas, and is an elder at the
Westover Hills Church of Christ.
4. Daniel Adams is a visual artist, holds a Master of Fine Arts, serves as
professor of Art and Design at Harding University in Searcy, Arkansas, and is
an elder at the Downtown Church of Christ in Searcy.
I served as the primary investigator and facilitator of the sessions. The study enlisted four
outside experts, each of whom hold a Doctor of Ministry degree and are currently serving
as a minister in a Church of Christ or an organization affiliated with Churches of Christ.
They were asked to read and review the liturgical art activities that were created by the
team of artists, and I interviewed them about their thoughts and evaluations of those
liturgies. The outside experts included:

4. Sensing, Qualitative Research, 83.
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1. Sara Gaston Barton, D.Min. Chaplain, Pepperdine University, Malibu, CA
2. Jen Hale Christy, D.Min. Writer, Speaker, Theologian, Beaverton, OR
3. Patrick Bills, D.Min. Senior Minister, Highland Oaks Church of Christ,
Dallas, TX
4. Josh Graves, D.Min. Senior Minister, Otter Creek Church of Christ,
Brentwood, TN
Summary of the Weekly Video Conferences with the Artists
Six one-hour online conference call sessions occurred weekly on Sunday evenings
at 7:30 central standard time beginning January 21, 2018, and ending February 25, 2018.
Each session built upon the previous session in order to develop liturgical art activities
for Churches of Christ. One of the surprising aspects of the conference calls was that the
artists consistently advised caution when integrating the visual arts in worship. One
participant in particular wanted to establish that any art activity which was introduced
into a worship setting for Churches of Christ must be well-explained. While the artists are
advocates and clearly understand the importance of adding visual elements to worship,
they also want to ensure that the art is not a distraction and the reason and meaning of the
art is made clear to the congregation.
The structure of each conference call was very similar. One of the artists would
open the conference call in prayer, and then we would discuss the video teaching from
that week. The next step would be to brainstorm and consider visual art ideas for
worship. At the conclusion of each call, we would close our time in prayer and confirm
details for the following week’s call. Prior to the first conference call, I sent the team of
artists a list of definitions that would create a common framework by which to understand
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certain terms such as the arts, visual art, liturgical, and liturgical visual art.5 Following is
a week-by-week summary of our sessions.
Session 1: The Power of Art
The video teaching series was entitled A Renaissance of the Visual Arts. The first
session was “The Power of Art” and was held on January 21, 2018.6 This first session
was a call to artists and churches to recognize the power of the arts and the importance of
integrating them into times of worship in Churches of Christ. The team, with the
exception of Hayli Apple, assembled for the first online conference and began the call
with a prayer. We discussed the video for that week, and there were no questions and
very little discussion based on the video. I gave the team a broad-brush overview of the
entire project and shared my hopes and expectations for their role as a creative team. I
then asked each team member to share ways in which they have seen the visual arts used
successfully in worship in the past. The specific questions I asked the artists were as
follows:
1. What are some particular artistic mediums that you have used with success?
2. Were they visual art projects for a group, or did you use it as live worship art
or a gallery piece?
3. What lessons or Scriptures did you use with the art?
4. What were the setting and the demographics (i.e., Sunday morning worship,
class, conference/retreat, adults, teens, etc.)?

5. See ch. 1: Definitions, Delimitations, and Limitations (p. 18).
6. Heather Heflin Hodges, “A Renaissance of the Visual Arts Part 1: The Power of Art,” YouTube
video, 5:09 (January 17, 2018), https://www.youtube.com/watch?v=r32YjKJ5aTA.
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I asked the artists to take turns sharing their past personal experiences either using
the visual arts or witnessing the visual arts in worship. The artists all chronicled
meaningful experiences they had either witnessed or personally engaged in with respect
to the arts. All of them have seen potters and painters create live during Sunday morning
worship, but very few other examples were given. They did describe several examples of
the visual arts used during youth events, retreats, and children’s programs. Examples they
saw were items such as broken pottery, mosaics, murals in children’s hallways, messages
written on rocks, hand-painted Christmas ornaments, calligraphy of favorite Bible verses,
Eucharist sets created from clay, and paper collage.
By the end of the first session, we explored many ways the team had used or seen
the visual arts used in worship events and conferences in the past, but we did not create a
new liturgical art activity for that week. We closed in prayer, and I reminded them that
the next video teaching would be available soon. In preparation for the following week’s
discussion, I also asked them to dream about the use of visual arts in worship. I asked
them to consider ways in which they would dream about using the visual arts in worship
if there were no limits or restrictions (e.g., money, resources, talents).
Session 2: Where We’ve Been
Both Session 2 and the video for that week were entitled “Where We’ve Been:
Art and Aesthetics in the Stone-Campbell Restoration Movement,” and that second
session was held on January 28, 2018.7 Only two artists participated in the call that week
because Don was traveling, and Kim had sick children. Since Hayli had been absent the

7. Heather Heflin Hodges, “A Renaissance of the Visual Arts Part 2: Where We’ve Been Art and
Aesthetics in the Stone-Campbell Restoration Movement,” YouTube video, 9:50 (January 24, 2018),
https://www.youtube.com/watch?v=0ZtfLivF2n8.
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week before, I asked her to share some of the ways that she has seen the visual arts used
successfully in worship. As a performing artist she recognized acting as the most
prevalent medium with respect to her experiences. However, other memorable ways that
she has seen the visual arts used in worship were both live painting and a painting
displayed during the reading of Scripture (visio divina). She also mentioned that at the
Manhattan Church of Christ in New York, she participated in a church-wide activity
where each person wrote on a piece of ribbon, and then that ribbon was interlaced to
create a “long, woven, quilt-like symbol of our togetherness … [where] a part of you is
woven into it.” This symbol further impacted the participants by being displayed behind
the pulpit on stage for a month.

Figure 8: Banner from the Manhattan Church of Christ. Facebook, November 28, 2013.8
We then moved into a time where I asked Hayli and Daniel the following
question: “If you could dream and use the visual arts in worship with no restrictions or
limits on your budget, talent, or available artistic mediums, what would you do?” Daniel
discussed the idea of exploring liturgical symbols through art and the meaning they
outwardly represent. He continued this idea of artistic representation by observing
8. Facebook link to the photo from Manhattan Church of Christ, https://www.facebook.com/
ManhattanChurch/photos/a.87890491513.107806.83388071513/10152103575836514/?type=3&theater.
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the grand scope of the references in the OT to art and aesthetics—fifty chapters in the
Pentateuch steadfastly cover the building of the tabernacle, fifty chapters in 1 and 2
Chronicles are devoted to the temple, and forty percent of the entire OT is dedicated to
poetry. This considerable attention in scope to art and aesthetics within the OT mirrors
the necessity of churches to not be constrained when it comes to the possibilities that
exist with the arts in worship—a figurative building of the tabernacle.
Together, we explored how to use visual arts during Holy Week and specifically
as part of the Stations of the Cross. The team recounted times when they had visited
cathedrals and churches where examples of the Stations were on display. Moreover,
Daniel connected the Stations to Phil 3:10: “I want to know Christ—yes, to know the
power of his resurrection and participation in his sufferings, becoming like him in his
death.” Thus, by granting space for the Stations amidst one’s time of spiritual reflection,
they allow us a connection with the humanness of his life and death. Walking the Stations
is an artistic and tangible way to connect to Christ’s suffering. We also brainstormed
several different ways as well as artistic mediums to employ the visual arts for the
Stations of the Cross and crafted our first liturgical art activity. Finally, Daniel pointed
out that some traditional churches might push back on referring to the liturgical art
activity as “Stations of the Cross” because it could be construed as too “Catholic” and
therefore suggested changing the name to something more neutral such as “Jesus’ Last
Days.” Daniel closed the meeting in prayer, and we discussed meeting at 3:00 central
time for the following week’s session in hopes that Don could join us from Europe.
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Session 3: A Short History of Christian Art in Europe
The third session was held on February 4, 2018, and the video teaching for that
week, “A Short History of Christian Art in Europe,” examined Christian art from the
second century through the Renaissance.9 The team of artists expressed their appreciation
for the content of the video and wealth of artistic mediums and actual works of art
explored within it. A short discussion about the video ensued, and particular attention
was paid to the comment in the video that members of Churches of Christ have not
usually given much attention to the history of Christianity between the time of the
apostles and the nineteenth century. The artists agreed that they too have seen this trend
among their churches. They further observed that because the history of Christian art has
not been an integral part of teaching within our heritage, then any art introduced within
worship must be thoroughly explained and theologically supported. They also established
the desire to help artists feel welcomed and valued in Churches of Christ and to be able to
bless the church with their gifts. Daniel brought up the point that being part of a church
family means yielding to each other on individual preferences, and unless the church is
trained in mutual submission, it is easy for the “loud to steamroll the quiet.” In other
words, while there will be times when art is introduced into worship that it is not widely
received by everyone in the church due to personal tastes or preferences. The simple act
of integrating it into worship will support and honor those who gather meaning and
significance from it. Don, who was in Spain at the time of the call, agreed with Daniel
and said that we cannot forget the power of art to illuminate goodness. He recounted his

9. Heather Heflin Hodges, “A Renaissance of the Visual Arts Part 3: A Short History of Christian
Art in Europe from the Second Century through the Protestant Reformation,” YouTube video, 11:34
(January 29, 2018), https://www.youtube.com/watch?v=-dhsVaMIioI&t=6s.
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visit that day to the Auschwitz exhibit in Madrid and how the arts exist as the perfect
medium through which to speak out for justice and against “othering.”
The team then discussed creative ways to involve multiple art forms and a variety
of craftspeople to all work on the same piece of liturgical art together. The team
suggested that about a month to six weeks leading into Easter, a team of woodworkers,
tailors and seamstresses, potters, and others could come together to create artifacts for the
purpose of this liturgical activity such as building a table, sewing cushions, and making
plates, bowls, cups, and wash basins for Passover. Daniel showed the team a set of
beautiful tear-shaped cups that an artist friend of his, Nathanael Fatula, had made for each
participant at a Seder meal (see fig. 9). They were glazed in red as though the blood of
Christ had run down the sides of the cup. It was an incredibly powerful, visual element at
the Passover meal.

Figure 9: Tear-Shaped Passover Cups. Created by Nathanael Fatula. (Photo by Daniel
Adams)
The team drew excitement from the idea of a liturgical art activity that could
involve many different artisans. They also dreamed about ways small groups from the
church could each borrow the Passover setting to celebrate together. Kim drew the
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group’s attention to how this activity could especially involve families and children. The
team was delighted by the multidimensional symbolism that emanated out of this
opportunity to create as a family (church family), share a meal as a family (church family
and personal family), and connect to the communion through all of it in both a tangible
and visual way. The session closed in prayer and the group agreed to meet at 3:00 central
time the following week in order for Don to participate once again from Europe.
Session 4: Creation and Imago Dei
On February 11, 2018, the team convened for the fourth session, entitled
“Creation and Imago Dei.” The video for that week explored these two theological
constructs as support for the visual arts in worship.10 After we opened in prayer, the team
launched into a discussion about using the wealth of existing artwork available through
online sources such as Wikimedia Commons and Google Arts and Culture. We discussed
the value of adding the practice of visio divina to Scripture reading and to lectio divina.11
Daniel shared an example of a lesson on Revelation 4–7, which used Albrecht Dürer’s
wood block prints of the four horsemen to illuminate the text. Don agreed that using great
art from history is inspiring and helps tell the story of Scripture. The team also discussed
the impact of beautiful architecture on the worshiper, and Don shared his experience of
visiting Gaudi’s church in Barcelona that same day. While visual art and architecture are

10. Heather Heflin Hodges, “A Renaissance of the Visual Arts Part 4: Creation and Imago Dei,”
YouTube video, 8:44 (February 7, 2018), https://www.youtube.com/watch?v=EsaHYp3-vnE&t=1s.
11. Lectio divina is the process of slow reading and prayerful consideration of a biblical text. The
origins of lectio divina are traced to early desert monasticism and is understood as a way of “meditating
and ruminating on Scripture.” Susan Sink, The Art of the Saint John's Bible: The Complete Reader’s
Guide (Collegeville, MN: Liturgical Press, 2013), 230. Whereas lectio divina only utilizes the written or
spoken text, visio divina combines unhurried reading of the text with the contemplation of images. This
method of absorbing the message of Scripture allows the viewer to reflect on a passage through both art
and text to discern a deeper meaning.
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powerful and moving, the artists once again discussed the importance of “connecting the
dots” for the viewers so there is no confusion that while the art serves to teach, enrich the
experience of worship, or deepen the understanding of a lesson or a theological point, its
primary function is to illustrate the goodness of God.
Kim then offered the idea of journaling and note-taking during worship in
communal journals that are left in the pews each week. She suggested that during the
assembly, journals could be available in the sanctuary along with markers or colored
pencils. The team talked about how the journals could augment the practice of
vulnerability within the community. Kim made the comment that these journals would
not be unlike the journals found in the prayer rooms at ACU in the Bible building. The
idea was expanded to include a designated area specifically intended to explore creativity
where art supplies would be available for anyone who wished to paint, draw, or sculpt
during worship. The team discussed the value of offering an opportunity to create to
those who might not consider themselves “artistic” because it could help them recognize
their own creativity as those made in the image of God.
The discussion shifted to exploring communal ways the church experiences the
Holy Spirit and offers encouragement to each other. Daniel discussed the practice at
Downtown Church of Christ in Searcy, Arkansas, where two large blackboards on which
to write are available for anyone to use. There are usually prompts such as: “How have
you seen God work this week?” Daniel also shared another point of symbolism regarding
a shepherd’s crook within the congregation. When new shepherds are appointed at this
church, they are given a personalized shepherd’s crook to remind them of their
responsibilities to the flock. To Daniel this means the flock should not remain bound up
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in a pen but equipped to go out into the world. We ended the session in prayer and agreed
to meet at our regular time of 7:30 central time the following Sunday evening.
Session 5: Incarnation
In session 5 on February 18, 2018, we explored the idea of “incarnation” as a
theological construct which affirms and supports the visual arts in worship.12 The team
appreciated the video teaching that week and delved into a discussion about incarnation
as a way to make the unseen seen. They drew a connection between incarnation and the
actions of artists who endeavor to also make the unseen seen through their crafts. Don
commented on a line from the video that caught his attention: “When we take time to
look, we see how thin the veil really is between the physical and spiritual world.”13 He
noted that the arts offer the world something different from the intellect—the arts offer
“wonder.”
Don is a professional potter in Austin, Texas, and he shared several ideas for
using a potter’s wheel on the stage during worship. He said that creating pottery live in
front of a congregation offers a dramatic, mesmerizing lesson because the piece of
pottery grows and comes to life quickly on the wheel. He mentioned several applications
and supporting Scriptures such as Isa 64:8, Jer 18, Rom 9:20–21 and Rom 12:2. Don
avers there are many theological lessons that can be drawn from using pottery as a visual
art activity in worship such as the nature and condition of the clay, the way the pottery is
tested by fire in the kiln, the work of the potter’s hands on the clay, and how the clay is

12. Heather Heflin Hodges, “A Renaissance of the Visual Arts Part 5: Incarnation,” YouTube
video, 11:10 (February 14, 2018), https://www.youtube.com/watch?v=4096njSYDJQ&t=15s.
13. Barton, Strengthening the Soul, 67.
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centered on the wheel. The team used Don’s suggestions and applications to create the
third liturgical art activity.
The team then moved on to explore other artistic mediums with which to create
liturgical art activities, including glass mosaics and photography. In creating mosaic art
using glass tesserae, shards of pottery and broken tile could represent the church as the
body of Christ coming together to form something lovely and whole out of brokenness.
The beauty of a mosaic also explores the dysfunction and fragmented nature of a
community alongside God’s redemptive quality to make all things new. Mosaics can also
be used as an all-church art activity to create a project together regardless of age or
ability. Photography was then brought up as a medium that could be used as an art
activity for the whole church because it is more accessible to the average person. It was
noted that everyone carries a camera in their pocket, and we take pictures regularly.
Therefore, it is not typically intimidating as an artistic medium. The team recommended
using mosaics and photography in our fourth and fifth liturgical art activities. We closed
in prayer and scheduled our final video conference call for the following Sunday evening
at 7:30 central time.
Session 6: Contemporary Critique and Pitfalls of Utilizing the Arts in Worship
Our final session, “Contemporary Critique and Pitfalls of Utilizing the Arts in
Worship,” was held on February 25, 2018. I sent the team a list of five contemporary
critiques and pitfalls to keep in mind when using the arts in worship as drawn from
chapter 2:
1. One must be mindful of creating or utilizing art that is of poor quality.
2. Art of good quality must not be used inappropriately.
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3. Art should not function primarily as mere entertainment.
4. The function of art should not replace the message—specifically preaching.
5. Art should never go “too far” by drawing attention to itself or communicating
an overwhelming message that pulls the worshiper away from God.
The team collectively agreed with these pitfalls and reiterated the need to thoroughly
explain the importance of the art in worship so that its deliberate intentionality is evident
and it is seen as valuable on many levels for the glory of God and the beauty of the
church. They also agreed that not everyone in a congregation will be adept at interpreting
and engaging with art, especially abstract art; therefore, extra attention should be given to
guiding the congregation through an experience when utilizing the arts.
The team then discussed the concept of beauty and how that affects the viewing of
art. They further examined the notion that not all art must be “pretty” to be relevant,
useful, and theologically meaningful. Art that expresses sadness, lament, grief, or despair
can often be strident, disturbing, or even offensive. Just as there is a wide spectrum of
artistic mediums and methods to convey meaning in art, there is also a wide spectrum of
people within our congregations who may not understand the value of the visual arts in
worship, especially art that is perceived as offensive or alarming.
The team then explored ways to engage the broadest spectrum and the greatest
number of people in a liturgical art activity. They delved into and combined concepts
from 1 Cor 14:26 (“when you come together, each one has a hymn, a lesson”), Matt 5:23
(“bring your gifts to the altar”), and Rom 12:3–8 (“we have different gifts, according to
the grace given to each of us”). The team recommended creating a space for everyone in
the congregation to be able to bring their artistic gifts to the altar as a part of humanity’s
role as image-bearers and in response to God’s creativity. We brainstormed additional
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ways for congregations to use their individual creative gifts to make something which
then could be physically brought to the sanctuary to glorify God. We finished our last call
in prayer, truly grateful for the time of creativity and camaraderie with other artists of
faith over the last six weeks together.
Methods of Evaluation
For research to be deemed credible, the data must be viewed from several
different perspectives. The evaluation methodology I chose was a multimethod approach
that allowed for the cross-reference of three data sets. I used methodological triangulation
of the following sources: my field notes from the conference call sessions, data from the
participant surveys, and data from the surveys with the outside experts.14 These three data
sets gave a saturation point of reliability and provided a researcher angle, an insider
angle, and an outsider angle.15 An advantage of triangulating data during qualitative
research is that it offers the researcher the ability to see the data from multiple angles and
prevents the researcher from drawing conclusions based on limited points of view.
The analysis of the triangulated data searched for areas of convergence and
divergence. Specifically, I looked for patterns among the three data sets that overlapped
as well as slippages and silences. Slippages are areas in which the data represent
incongruent or inconsistent information and silences represent notable absences or voids
in the data.16 The triangulation method I chose provided three distinct perspectives and
emphasized my role as a participant-observer while also exploring the catalytic validity
14. Norman K. Denzen, The Research Act (Chicago: Aldine, 1978) as quoted in Tim
Sensing, Qualitative Research, 72–74.
15. Sensing, Qualitative Research, 75.
16. Ibid., 197.
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of the research.17 The other two unique viewpoints were the insiders represented by the
team of artists and the outside experts represented by ministers in Churches of Christ.
Field Notes
During the six conference calls with the team of artists, I took notes per a notetaking protocol (see appendix B). I recorded all major themes, dialogues, artistic
mediums, biblical references, and any minor themes. Notes were recorded in black ink in
a three-column format. As the principal investigator I recorded the name of the
participant who was speaking in the left column, main ideas and observations in the
middle column, and any key words in the right column. I recorded additional
observations in the middle column immediately following the session in purple ink.
Particular attention was paid to any mention of visual art mediums and how the
integration of art can enrich worship and encourage spiritual formation.
The research for this project required as much detail and description as possible.
Therefore, immediately following each session I reviewed my field notes and filled in
details and made additional observations in purple ink. The field notes are both a record
of each conference call session with the team of artists and a triangulation data set for the
interpretation of the validity of the project. I chose not to video record the sessions to
avoid any altered behaviors or comments from the participants. I paid particular attention
not to skew the data as I recorded it, and I endeavored to stay aware of the Hawthorne
Effect.18 At the completion of the sessions with the artists, I assembled six liturgical art

17. Catalytic validity is a category of qualitative research that evaluates the pragmatic uses and
believability of the research. Sensing, Qualitative Research, 218.
18. Sensing, Qualitative Research, 82: “The Hawthorne Effect is a theory that questions research
dependability due to cases when subjects know they are being studied.”
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activities based on the team’s recommendations and shared them with both the team of
artists (inside experts) and the four ministers in Churches of Christ (outside experts).
Inside Experts: Team of Artists
The team of artists who met on the conference calls each week served as a
purposive sampling of participants and contributed their expert ideas and opinions about
creating liturgical art activities for worship. I did not give the team of artists many
parameters but rather asked them to dream about creative and imaginative ways to
integrate the visual arts in worship. The team appeared to be highly committed to the
process, and even though one or two of the artists were absent during a session, the
results and findings of the sessions as a whole are valid because of the depth of expertise
and experience by each of the participants. During the sessions in which only two or three
artists were able to participate, we took advantage of that opportunity to delve more
deeply into their individual ideas and recommendations. When a participant was forced to
miss a conference call, I typed the notes from that call and sent them via email
specifically to that participant. Furthermore, I communicated individually with the artist
during the week to clarify the session’s content as well as answer questions.
Outside Experts: Ministers in Churches of Christ
The six liturgical art activities generated by the team of artists were sent to four
outside experts, two men and two women, who each hold a Doctor of Ministry degree
and serve in ministry in Churches of Christ. They are ideal experts because not only do
they have personal research experience in the area of theology, but they also facilitate
spiritual formation for others through avenues such as leading worship. I expected each
of them to give his or her honest and unbiased opinion about the art activities as a whole

75

as well as a perspective on the value and usefulness of the art activities in worship for
Churches of Christ. Their observations are critical to the research evaluation and the
assessment of catalytic validity.
Data Analysis: Coding and Triangulation
After the completion of the six sessions, I followed a color-coding protocol to
search for themes and patterns that emerged from the project (see appendix C). Coding is
a way of assimilating large amounts of data by assigning a word, phrase, or concept to a
certain coding category. It serves as a way to label and organize data in order to
synthesize the research and is the basis for developing an analysis of the problem and
solutions. I used a hybrid method to create the codes. Before beginning the data
collection, I made a list of preset codes that I anticipated to find in the research. I then
developed a list of emergent codes that I found while examining the data. In particular I
searched for ways the participants envisioned utilizing the visual arts in worship and how
they anticipated the art activities would impact spiritual formation.
I used the steps of grounded theory to code the data, and I created a hybrid format
of color and numerical coding. This systematic research methodology provided a
framework to both collect and analyze the empirical data. Barney Glaser and Anselm
Strauss describe grounded theory as “the discovery of theory from data—systemically
obtained and analyzed in social research.”19 It is a widely used methodology in
qualitative research and offers the researcher the opportunity to discover theoretical
insights; in other words, “it is meant to build theory rather than test theory.”20

19. Barney G. Glaser and Anselm L. Strauss, The Discovery of Grounded Theory: Strategies for
Qualitative Research (Chicago: Aldine, 1967), 1.
20. Sensing, Qualitative Research, 207
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During the coding process the major themes were assigned a color, and their
subthemes retained the color-scheme while also being assigned a numerical code. The
data were coded according to these seven categories:
1. Pink—Artistic mediums such as painting, pottery, mosaics, video, sculpture,
and photography
2. Red—When the art is created
2.1 Visual art that can be created live during worship
2.2 Visual art that is created in advance and displayed during worship
3. Orange—Art that has a pedagogical or spiritually formative quality
3.1 Visual art that offers the opportunity for the spiritual formation of
the worshiper
3.2 Visual art that serves as a pedagogical tool in worship
3.3 Art activities with a biblical text or scriptural connection
4. Yellow—Art that could be considered unusable in worship
4.1 Visual art that could potentially be considered offensive or in
some way unusable in worship
4.2 Pitfalls and cautions concerning the integration of the visual arts
(e.g., too entertaining, absence of spiritual value, attracts attention
to itself or the artist and away from worship)
5. Green—Who is involved in the creation and execution of the art activity
5.1 Visual art in which children and families can participate
5.2 Visual art that requires the involvement of a professional artist
5.3 Any art activity that utilizes the gifts of artists or others in the
church
5.4 Visual art that engages local culture
6. Blue—Areas of worship in which the participants recommend the integration
of visual art (e.g., call to worship, sermon, and/or communion)
7. Purple—Any mention of the need to explain the art activity to the church in
order to “connect the dots” or help the congregation understand the spiritual
significance of utilizing art in worship
I then used these coding categories within the triangulated data sets (researcher, insider,
and outsider) to develop an understanding of the project intervention. I was able to arrive
at some clear observations by putting each of these three sets of coded data into dialogue
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with one another. This method allowed me to fully assess the perceived usefulness of the
art activities to enhance worship and promote spiritual formation.
Conclusion
The evaluation methods outlined in this chapter were intended to help address the
problem of the lack of integration of the visual arts in worship in Churches of Christ. The
purpose of this intervention was to collaborate with artists from Churches of Christ to
create liturgical art activities that could be useful in Sunday morning worship. The goal is
to ignite a renaissance of the visual arts in Churches of Christ which helps both church
leaders and churchgoers view worship and the visual arts as intertwined and vital to the
message of the gospel. It is my hope that through this project more Churches of Christ
will see the value of integrating the visual arts in worship. I also hope that more people
will not only experience spiritual formation and the love, grace, and mercy of God
through the visual arts, but that more artists will be encouraged to use their creative gifts
to glorify God and bless the church.
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CHAPTER IV
FINDINGS AND RESULTS
Before the research began, I anticipated that the artists of faith would brainstorm
countless ideas for the utilization of the visual arts in worship. I hoped their ideas would
be creative, expansive, and theologically robust. I also anticipated that the outside experts
would consider the liturgical art activities theologically sound and artistically creative but
might find them unusable by some Churches of Christ in the United States due to
budgetary constraints, resistance to new elements in worship, traditional views of
worship, or biases against visual arts. These assumptions all proved to be true to some
extent. What I did not anticipate, however, was the camaraderie and explicitly stated, lifegiving fellowship among the team of artists or the broad acceptance of the art activities
by the ministers as well as their eagerness to implement them. In order to establish the
efficacy of this project, I will evaluate the project from three perspectives: 1) my field
notes, which served as the researcher evaluation, 2) the surveys from the team of artists,
which served as the insider evaluation, and 3) the surveys from the ministers who offered
the outsider evaluation. Once these three angles have been explored, I will point out areas
of agreement as well as slippages and silences, then draw conclusions based on the data.
Field Notes
As the participant-observer I took field notes during the six sessions with the team
of artists and coded them according to the seven categories outlined in chapter 3. The
sessions were a collaborative time to share ideas of how the team either had previously
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seen or used the visual arts in worship as well as an opportunity to brainstorm ideas for
the creation of new art activities. My field notes included the content of the conference
calls in addition to my own observations about the calls. I will discuss my observations in
relation to the seven thematic categories and will speak to the correlation between those
observations and the goal of creating liturgical art activities that enhance worship and
facilitate spiritual formation.
One of the most notable aspects that emanated out of early sessions with the team
of artists was the lack of examples they were able to provide regarding the visual arts
used during Sunday morning worship in Churches of Christ. Conversely, they were able
to detail multiple examples of ways they had witnessed the visual arts used during
retreats, conferences, youth and children’s events, and other special occasions at their
churches. Despite a supposed disconnect between visual art and the Sunday morning
worship assembly, Don and Daniel both shared instances when they were asked to use
their artistic gifts in Sunday morning worship. They relayed that it was a powerful
experience not only for the church but also for them. Both men individually described
how they integrated Scripture and theological concepts into their art. Don quoted Rom
2:2 as a spiritual formation reference, which he then connected to clay being molded and
shaped by the potter. The clay must be free of impurities, centered on the wheel, always
moving, and tested by fire in the kiln before it can be useful. In a similar figurative
manner, Daniel linked mosaics with the collective beauty and brokenness of the church.
The artists explored the value of symbols in worship to ground the worshiper and
act as a visual reminder of his faith. Symbols also leave room for interpretation without
forcing the viewer into one preconceived notion or idea. Art is similar in this respect. One
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of the virtues of visual arts in worship is the overt invitation extended to the imagination
of the worshiper. Art that is created within the community of a congregation, such as the
ribbon tapestry at the Manhattan Church of Christ that Hayli mentioned, is also a visual
reminder of the history and life of the congregation. Art can provide a communal
memory of both previous worship events and times of spiritual formation.
Another fascinating quality of the visual arts is their pedagogical potential. The
team of artists all spoke about how the visual arts teach in nonverbal ways. The arts are
provocative to the imagination; they translate feelings of joy, anger, and pain as well as
help us learn. The arts can be a visual hook to remember stories and sermons. The artists
each view their creative offerings not only as a way to share the gospel in refreshing and
inspiring ways but also as a reflection of the goodness of God. They want their creativity
to inspire the imagination of others in a way that points toward the love, grace, and mercy
of God. Even though the artists intrinsically know the value of the arts in worship, an
unexpected theme continued to arise in the sessions; the artists were deeply concerned
that any art activity be justified and explained.
The artists were anxious that art, in general, would be difficult to accept in many
churches; therefore, it should be adequately explained in order to be understood and not
become an impediment to worship. It was an unexpected theme for two reasons: 1) the
frequency with which the artists mentioned it, and 2) the preference by many artists
overall to not explain their art but instead leave room for individual interpretation. One of
the artists in particular also showed concern that the arts not be offensive or seen as
entertainment, which distracts from worship. This particular artist seemed to be more at
ease with this concern after the sixth, and final, session in which I shared my list of
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contemporary critiques and pitfalls when utilizing the arts in worship. She appreciated
that I had been mindful of the pitfalls throughout my research and was keeping them as a
present part of my continued work with churches. In retrospect, I should have shared both
the historic and contemporary critiques of incorporating visual art in worship at the
beginning of the project in order to minimize the potential for concerns as the project
progressed.
The team also voiced their frustration with the perceived apathy toward art in
Churches of Christ. While none of the artists have heard a theological reason against
using the arts in worship in any church they have worshiped with, they lament the
absence of it nonetheless. They explored ways of helping worship leaders and ministers
begin to appreciate and integrate visual arts on Sunday mornings such as forming a
worship arts team to aid in worship planning. Don said, “If we physically demonstrate art
or not, we need to work to overcome our weak hermeneutics and reclaim our freedom in
Christ in order to have a heightened awareness of the power of the visual arts.” Hayli
advanced this thought by exploring the theology of creation. She said that whether we
consider art a redemptive work in Churches of Christ or not, when we use art to focus on
and highlight creation, we are seeing the God of creation and new creation in novel ways.
Hayli emphasized that what our eyes often take for granted can be brought into focus
through artistic mediums such as video, photography, and painting. Creating art is a
method of co-creating with God, who is continually making all things new; it is an
incarnational activity.
Kim, who is a mom and enjoys communal art, helped the team think through
ways in which the whole church can participate as a body, especially to include our
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children and youth. The team agreed that any art which brings the church together across
generational lines would be highly beneficial. Kim believes that by integrating the
children and adults in liturgical art activities, the children and teens could help the adults
be more courageous and less reserved in their creativity. The comment was made that
when handed a crayon no child ever said, “No thanks, I can’t draw,” they simply immerse
themselves into the action of creating. Thus, when we engage the whole church in
creating art together, new opportunities and avenues of worship are opened up—
especially for adults. Often in worship, we see children mimicking adults; however, in the
realm of creating art for worship and spiritual formation, perhaps adults would be wise to
imitate the fearless and bold creativity of children.
By the conclusion of the six sessions, the team of artists had formed a true bond,
and while they knew that they had accomplished quite a bit in a short time, they felt there
was much more work to be done. They each said how valuable and life-giving the time of
creative collaboration had been for them. In their respective congregations they do not
often have the opportunity to work alongside other artists in an effort to design liturgies
and art activities for worship. They recommended continuing the work as well as
broadening the scope to include performing and musical arts as well. In summary, the
artists not only showed immense creativity with the art activities, but they also connected
them in powerful and theologically sound ways to the God story.
Insiders: Team of Artists from Churches of Christ
After the six weeks of collaborative sessions with the team of artists, I assembled
the liturgical art activities into a user-friendly format and shared them in Google Docs
with both the team of artists and the outside experts (see appendix D). I sent both groups
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a survey and presented them with four open-ended questions. Additionally, I asked them
to rate the six liturgical art activities on a Likert scale ranging from “very usable” to
“completely unusable” (see appendix E). By sharing the completed liturgical art activities
with the team of artists who had helped create them, I was able to “member check” the
data and confirm the tentative findings of my field notes.1 This method of reflective
confirmation increases the validity of the whole project because the team of artists act as
co-interpreters in the organization and description of the data. The following is a
narrative summary of the artists’ survey responses.
The team was enthusiastic and pleased with their six weeks of collaboration to
create the liturgical art activities. They also felt hopeful that the activities could be
utilized by Churches of Christ to facilitate worship and stimulate the imagination of the
worshiper beyond the rational and intellectual. Hayli noted:
I think the art activities will help Church of Christ congregations (and individuals)
to activate imagination in their faith. The Churches of Christ have long relied
upon answers and intellect, which certainly have their place, but I believe
imagination is necessary [to] remind us that our faith is ALIVE—it is living and
breathing…. These activities provide opportunities to worship with our hands and
our hearts and our feelings and for all people to collaborate in worship in new
ways.
Others on the team also commented on the cerebral heritage in Churches of Christ, which
leans away from emotional experiences or engaging all the senses in worship. Don
contended that there is a way to balance the Church of Christ’s heavy reliance on the
intellectual aspects of Christianity by integrating visual art activities in worship: art “lifts
the experience of worship beyond just the intellectual and engages the senses through

1. Sensing, Qualitative Research, 221. Member checking gives the opportunity for the insiders to
confirm the findings of the initial analysis.
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emotion, physical involvement, and seeing truth in new ways. All of these will be
formative and will invite each member into something new.” Daniel advanced this
thought process to also include those who do not attend a Church of Christ. He believes
that including creative practices within the church will open Churches of Christ to those
who have traditionally gravitated to more liturgical traditions. Daniel further illustrated
this point by saying, “The Churches of Christ have been very intellectual. Creative
intelligence is legitimate, but we have ignored those who communicate or commune best
through a more sensual approach. They must go somewhere else to be fed. This approach
at least gives us the opportunity to reverse this flow.” The artists believe that integrating
more artistic elements into worship will not only enhance worship and promote spiritual
formation, but it will also create space for and welcome those who gather meaning and
significance from beauty and artistic expression.
The artists made a connection between utilizing the visual art activities in worship
and the theological rationale outlined in chapter 2. Don observed that “by seeing the
creativity of artists in the community, it will be a strong reminder of the caring and
creative God that we worship.” Kim also said that she believed the art activities would
enhance worship and impact spiritual formation in worship for Churches of Christ “by
adding an element of connected creativity and mindfulness to our worship.” Daniel also
saw a way for the art activities to heighten the response in worship: “It can help us gain a
more complete understanding of a theme or passage of Scripture by engaging multiple
senses and multiple ways of knowing that add to the richness of comprehension.”
For everyone on the team, one of the most powerful aspects of utilizing the arts in
worship is the opportunity to engage the gifts and talents of a broader range of people in
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the congregation. They view the art activities as an avenue of participation for the whole
church regardless of age, race, gender, ethnicity, ability, marital status, or any belief or
unbelief. All are welcome to participate, and as noted by Hayli, art activities are an
effective way for the whole body of Christ to be involved: “How powerful, especially for
young Christians, to have encouragement and space to share their artistic gifts and a
space to practice worshiping God with them!” The art activities not only allow for a
greater breadth of participation from the church, but they also speak to a variety of
learning modalities as well. Don asserted, “By being given opportunities to either observe
or participate in one of the activities, the worshipper will be given an opportunity to be a
more active participant rather than a passive audience member. The activities are
designed to appeal to different ways of learning and seeing the world.” Don’s claim that
the arts allow the worshiper to be an “active participant rather than a passive audience
member” also challenges any assertion that the visual arts are simply entertainment.
When asked to consider what impact the art activities will have on the utilization
of the gifts and talents of artists in Churches of Christ, Don responded, “This is a huge
potential benefit for the Christian artists or those who are artistic and are seeking a sacred
community. To validate what they have chosen to do with their lives and to offer
opportunities for them to lead and express through their art form and media would be to
offer a great blessing.” Kim was also enthusiastic about the opportunity for artists to use
their gifts in worship. She said, “The impact that these art activities will have on the
utilization of the gifts and talents of the artists in Churches of Christ will be incredible. I
see all kinds of blessings coming from making people belong and feel important in their
gifts that have been given from God.” Daniel also remarked that the integration of art into
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worship would be appealing to those who do not attend a Church of Christ; “I think
including creative practice within the church will open our fellowship up to those who
have traditionally gravitated to more liturgical traditions.”
Don noted that even though the art activities may be new and uncomfortable to
some congregations, challenging churches to stretch outside of their comfort zones would
be beneficial:
There will always be people who will resist new things. If it causes them to be
uncomfortable, those people very well could object and not see the value. But in a
world where we are constantly affected by noise, images, data, information, etc.,
it is only fitting that our worship be reflective of how each of those inputs into our
awareness can be claimed for the sacred.
Don was also concerned that without a clear explanation and justification for the art
activities by the ministers, they would not be accepted by the church: “Probably the
biggest help or roadblock will come from ministerial staff who will see (or not see) the
value of offering these experiences to their church family. Without the buy-in of teaching
ministers, who will help explain the purpose and meaning of art activities, I don't think it
will as likely be successful.” Daniel had a similar view and noted that the art activities
should be “properly and lovingly presented” and the discussion focused on how the
activities will be a tool to help deepen the faith of the worshiper.
Looking forward, the team of artists hopes that the art activities will spark the
imagination and creativity of congregations which in turn will generate more ideas and
activities for worship and spiritual formation through the arts. Hayli remarked, “My
sincere hope would be that the sharing of these activities and ideas helps give birth to
more in each congregation that practices them!” Don agreed, “I believe that with a person
present who is committed to the arts and willing to be a leader in an activity, any church
can incorporate these into their worship experiences.” Daniel also remarked that this
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project and the six liturgical art activities are a nice place to begin, but more creative
work is needed. “Additional convening for ongoing ideation would be good. Once the
activities are tried and implemented in various congregations, new connections can be
made and more development of other activities could be generated, but this is a great
start.” Don continued Daniel’s point by saying:
I think that the opening of this door and beginning this work will cause artists
(some of the most creative souls in the community!) to come up with new ideas
that will add to this lectionary. Our heritage of extreme simplicity and lack of use
of visual arts has probably led many artists to seek more artistic communities of
faith. Those of us who have chosen the arts as a profession know how much it
would mean to be looked at in new ways with respect for the work that we do
both inside and outside of church.
Hayli also mentioned practical ways conservative or mainline Churches of Christ could
begin integrating the visual arts in worship. “I think the visio divina could be a more
easily accepted activity since even churches on the conservative side are using
PowerPoints and graphics. Adding images and art in sermons and communion could be a
good way to start introducing art into worship for mainline churches.” Kim summed up
the team’s perspective on the usability of the art activities by saying that they are
“extremely usable.” She also noted that each of the liturgical art activities are “userfriendly” with “no need to be an art major or professional artist to make them happen or
to glean a new perspective.” The responses to the Likert scale questions confirmed Kim’s
assertion. All four of the artists responded that the pottery, photography, and art table
activities are “very usable,” while three of the four believed the mosaics, visio divina, and
Stations of the Cross activities are “very usable” and the other person responded that they
are “somewhat usable.”
In conclusion, the team of artists believe that the art activities will indeed
facilitate worship and promote spiritual formation in new ways for Churches of Christ.
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They said the art activities will engage different learning styles in the congregation as
well as make room for emotionally rich experiences by integrating the head, heart, and
hands of the worshiper. The team was also thrilled about the possibility of using the gifts
of artists in the church as well as the gifts of the whole church body, the priesthood of
believers (1 Pet 2:9). Creating and evaluating the liturgical activities was a hopeful
enterprise for the team of artists. Each week they expressed their appreciation for the time
to collaborate as artists from Churches of Christ. They voiced how affirming and
creatively nurturing it had been for them to participate in the project.
Outside Experts: Ministers in Churches of Christ
The outside experts were four ministers in Churches of Christ, two men and two
women, who each hold a Doctor of Ministry degree. They independently evaluated the
six liturgical art activities and answered the same survey questions as the team of artists.
The perspective of these four ministers was critical for the evaluation of the project
because they represent the intended practitioners of the project’s results. The following is
a summary of the ministers’ responses to the survey and serves as an “external audit” of
the research project.2
Like the artists, the ministers mentioned the unemotional and rational heritage of
Churches of Christ. Josh Graves, the teaching minister at Otter Creek in Nashville, said,
“Churches of Christ, historically speaking, are driven by the rational/head/intellectual
side of the Christian experience. Heather's project brings in other elements of the brain
and soul that are typically ignored in religious tribes like the Churches of Christ.” Pat
Bills, preaching minister for the Highland Oaks Church of Christ in Dallas, also asserted

2. Ibid., 223.

89

that the art activities could broaden the scope of worship by pushing “against the ‘two
senses’ (hearing and seeing) approach to most current corporate worship experiences.”
The outside experts gave their opinions about how the art activities might enhance
worship and impact spiritual formation. Writer and theologian Jen Christy thinks the art
activities will “create a visual history of the life of the congregation, and a beautiful entry
point for people of all ages and abilities.” She also said, “Connecting with God through
art is a huge untapped area for our fellowship and has the potential to lead the body to
deeper, fuller engagement with the divine life.” Sara Barton, who is the chaplain for
Pepperdine University, also believes the art activities will nurture spiritual formation in
worshipers: “[the activities] would help Christians who learn through the arts and connect
with the arts to be formed spiritually, something not traditionally available in Churches of
Christ.” Pat had similar views about the benefits of the art activities on spiritual
formation. He posited, “I think what you have proposed can be a HUGE benefit to the
spiritual formation of/in worship. The whole time I read through the ideas/themes, etc., I
imagined our church benefiting from each one.”
The ministers were acutely aware of how the art activities could utilize the gifts of
the congregation, especially artists. Josh said, “It will affirm the artists who are already
doing this kind of work in their other areas of life.” Sara had a similar view of how the
activities will involve artists in Churches of Christ: “Artists will feel affirmed and
welcomed to use their gifts in the church instead of relegating those gifts primarily to the
secular world.” In addition, Pat regards the art activities as a way to offer inclusion and
acceptance to a greater range of people in the church:
The other primary way these activities could enhance the worship experience
would be their soft invitation to greater gender and age participation…. I think
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this could be (perhaps) the greatest serendipity of the whole project—uncovering
gifts that you never thought were there. Even more, it has the potential to give
children and students a meaningful way to "participate" that affirms their gifts.
Like the team of artists, the ministers also shared their concerns with how the art
activities would be accepted by mainline Churches of Christ. Josh voiced concern that the
activities might be difficult for some churches to accept and integrate into worship:
I believe it will/would be a tough sell in "mainline" churches unless these
individuals see the impact that these kinds of practices can significantly help the
"God experience" of high school and young adults and how they perceive the
church's practices to be relevant (or not) to their search for God. That is, adults in
the mainline church might need to come to these practices through the side door.
The other ministers had similar opinions about how mainline Churches of Christ will or
will not accept the art activities. Jen said, “I think the more ‘progressive’ or ‘nonsectarian’ Churches of Christ will be open to it or are perhaps already doing it. But the
mainline ones … I don’t know.” Sara said she thinks the way the art activities are laid out
is accessible but has concerns that some churches are simply not interested. “Some
congregations do not want innovation…. But if the congregation and ministers/leaders
desire innovation, I think these activities are perfectly suited.” However, Sara also gave
feedback about how the choice of language in one of the art activities might be an
obstacle. “The words ‘feelings’ and ‘emotions’ are loaded for many in Churches of
Christ. The visio divina project has several references, and you might consider using
different words if the congregation is very settled in rational methods of relating to God
and the Bible.” Pat agreed that the art activities were accessible, but he also had concerns
about their acceptance and usability if they were not explained well. “I think the
suggested activities are very user-friendly. Though much of its acceptance will depend on
a clearly articulated set-up, the activities provide wonderful entries into theological paths
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that might otherwise go untraveled.” Finally, Jen made the statement that the art activities
“will utilize gifts that have previously gone unnoticed or worse, discounted, in church.”
The ministers were encouraged about the future benefits of the art activities for
worship, spiritual formation, and the life of the church. Jen was optimistic that the art
activities could employ or even attract the gifts of those who do not attend church. “I
think these activities have the potential to engage a subset of people that have previously
not been as drawn to our traditional/primary activities of listening and speaking.” Josh
had a similar view. “These art activities might awaken a passion for art in people who did
not know they possessed such a passion or gift.” Pat was able to foresee ways the art
activities could bless the church. “These formative suggestions will only help increase
someone using their gifts in other ways than the traditional models of ‘service.’” Sara
likewise said, “Simple and practical resources are needed, and the activities have the
potential to empower ministers and other church leaders to implement art into worship.”
When asked to rank each art activity on a Likert scale from “completely
unusable” to “very usable” all of them responded that the visio divina and photography
activities are “very usable.” Three of the four responded that the Stations of the Cross
activity is “very usable,” and the fourth answered it is “somewhat usable.” The final three
art activities (mosaics, pottery, and art tables) were evenly divided between “very usable”
and “somewhat usable.”
The ministers envisioned ways the art activities could be immediately integrated
into worship at their congregations. Sara said, “I think the idea of a mosaic connected to
communion is my favorite idea in the entire series. This connects art to communion,
which is really important to Churches of Christ.” Pat alluded to liturgical times of the
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year when the art activities might be more accepted by the congregation such as “for
‘special’ days (i.e., Mother’s Day, baby dedication, graduation Sunday). This way, for
those churches who feel unsettled by this idea, the activities could serve during Sundays
that are unique or special.” The ministers viewed the art activities as an avenue of
spiritual transformation for their congregations. They each remarked on the capacity of
the arts to teach and assist the worshiper in an awareness of the presence of God. They
anticipated that spiritual transformation could occur by the holistic engagement of the
head, heart, and hands of the congregation through beholding or creating art. Finally, they
can imagine ways in which the visual art activities could offer healing and renewal
through a deeper connection to the divine. In summary, the ministers unanimously agreed
that utilizing the art activities in the church will affirm artists of faith, use the gifts of
more people in their congregations, enhance worship, and promote spiritual formation.
Evaluation Conclusions
The triangulation of the three data sets above offers an examination of the project
in a more robust way than any one of them could have produced alone. The conclusions
supported from two or three angles are stronger and more reliable than those drawn from
only one angle. I will analyze the results by exploring themes and patterns that overlap
and also areas of slippages and silences.
The field notes, the insider evaluation, and the outside experts made it clear that
the liturgical art activities have the potential to enhance worship and influence spiritual
formation. While all three angles remarked on the intellectual and rational heritage of
Churches of Christ along with the absence of artistic expression, they all three affirmed
the value of integrating art activities within worship. In addition, all were conscious that
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integrating art activities in worship will not only utilize the gifts of artists in the church
but will also offer avenues of engagement for the creative gifts of the whole body. The
outside experts even saw a way for the art activities to reach people in the community
who are not currently attending church. The art activities could be an invitation to
participate in worship for those who gather meaning and significance from creative
expression. Another theme that overlapped across all three data sets was the belief that
liturgical art activities can nurture faith through a deeper, fuller engagement with the
divine life. Creativity can inspire the imagination and point to the goodness, love, grace,
and mercy of God. Finally, all three areas were in agreement that the art activities have
pedagogical implications by facilitating worship for different learning styles as well as
integrating all the senses in worship.
One area that requires significant attention for the future is that of helping
churches understand the value of utilizing art activities in worship. Both the artists and
the ministers were concerned that in order for the art activities to be accepted and used by
churches the spiritual significance of the art must be explained and justified. While the
ministers did not mention it as often as the artists, they did express concern that the
acceptance of the art activities in many churches will depend on a clearly articulated setup. However, one surprising silence was that neither the artists nor the ministers stated a
concern that a visual art activity would be unusable in worship because its perceived
purpose was that of entertainment.
Another delightful area of divergence from the surveys, which has implications
for the catalytic validity of the project, was that the ministers often spoke of how the art
activities could be used in worship. The artists only made one reference to how and when
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the art activities could be utilized in worship. The divergence could be due to the
ministers thinking about the practical implementation and usability of the art activities
while the artists were focused on creating the art activities themselves and left it open for
others to determine how to apply them. The “instrumental utility” of the art activities was
affirmed by the ministers since they are the intended practitioners of the project.3 The fact
that they were able to foresee areas of worship in which to use the art activities speaks to
the pragmatic possibilities that exist as a result of this study and confirms the usefulness
of the project.
Two other silences in the project were the absence of art that engages local culture
as well as budgetary concerns. I anticipated that the team of artists would find it valuable
to utilize local culture in the art activities, but it was never mentioned in the collaborative
sessions. Perhaps the artists did not bring it up since they are from different parts of the
country and do not share a local culture. The other silence was in regards to budgetary
constraints for churches. I anticipated that both the team of artists and the ministers
would foresee financial reasons that some churches could not utilize the art activities in
worship, but it was not mentioned at all.
From the three data sets presented above, I can reasonably conclude that this
project intervention was effective for creating liturgical art activities that can enhance
worship and impact spiritual transformation. Despite a heritage steeped in intellectualism
and rationalism, the intervention leads to the conclusion that these visual art activities can
be utilized by most mainline Churches of Christ provided that they are clearly explained
and theologically supported. This intervention is a positive first step toward the goal to

3. Ibid., 218. “Instrumental utility” refers to the usefulness of the study.
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ignite a renaissance of the visual arts in Churches of Christ, which helps both church
leaders and churchgoers view worship and the visual arts as intertwined and vital to the
message of the gospel. I will explore the implications of this project along with potential
next action steps in chapter 5.
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CHAPTER V
CONCLUSION AND IMPLICATIONS
The concern this study identified and explored was the lack of integration of the
visual arts in worship in Churches of Christ. I understood this lack to be due in part to an
iconoclastic heritage in Protestantism as well as a focus on rational intellectualism and
desire for simplicity in worship in the Stone-Campbell Movement. While there is no
biblical reasoning for the absence of art and aesthetics in Churches of Christ, worship
times for our tribe have often been devoid of both of these. Yet the visual arts have the
capacity to express human agony and joy as well as bear witness to God’s divine love and
grace in ways that words alone cannot. For some, the arts communicate more deeply and
loudly than words. Nevertheless, the visual arts have not been allowed to intercede;
instead, they have remained lacking in worship for many Churches of Christ. A team of
artists met for six weeks to design liturgical art activities for worship in Churches of
Christ as a first step toward remedying the problem. From the evaluation addressed
above, I conclude that the team of artists effectively created six liturgical art activities
which can be integrated into worship for many Churches of Christ, and as a result, this
project has been a productive response to the stated problem. However, that conclusion
must be considered in light of the context of the intervention along with certain
limitations such as applicability, dependability, credibility, reflexivity, and sustainability.
I will discuss each of these limitations in tandem with a few personal and ecclesial
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considerations and then conclude with some unanswered questions that may require
future research and action steps.
Applicability
The conclusions that resulted from this study are widely applicable for many in
Churches of Christ. Artists in our congregations will very likely feel affirmed in their
calling and vocation, and their gifts of creativity and innovation can be used to facilitate
worship and spiritual formation. The most striking discovery across the six sessions with
the team of artists was the joy that was evident as they worked together creating art
activities to glorify God and edify the church. I believe their enthusiasm and delight in
working together through this pooling of collective creativity will be repeated in many
worship art teams formed in the future as a result of this research. The study is also
applicable for those in Churches of Christ who draw significance either from creative
expression or from beholding visual art. This group is not limited by age, experience, or
creative presence. Instead, it is far-reaching in design. Finally, ministers and church
leaders who are searching for simple and practical resources to creatively integrate the
visual arts into worship can also feel empowered by this research.
The conclusion of this project is just the first step toward creating a renaissance of
the visual arts in worship for Churches of Christ, and it is only applicable to the extent
that each autonomous church finds catalytic validity—practical uses—for the art
activities. If the project had been framed in terms of success or failure, it could imply a
binary situation in which the liturgical art activities either enhance worship and serve as a
catalyst for spiritual formation or they do not. Such a definitive declaration would omit
many variables such as the interior life and openness of the worshiper, the particular
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situation and circumstances of a church, an appreciation and knowledge of visual art, and
most importantly, the mysterious working of the Holy Spirit. The liturgical art activities
can only “set the table” as they seek to provide an opportunity to enhance worship and
offer the potential for spiritual formation. The goal of the project was to collaborate with
a team of artists to create liturgical art activities that mainline Churches of Christ could
implement in worship. To that end the project was successful. Both the group of artists
and the ministers agreed that each of the six liturgical art activities are either “somewhat
usable” or “very usable” in worship.
Dependability, Credibility, and Reflexivity
Several methodological design factors contributed to the dependability and
credibility of this project. The triangulation evaluation method shields the project from
problems that might occur as a result of conclusions drawn from only one or two
perspectives. Additionally, the team of artists were a highly qualified purposive sampling
of participants who had a vested interest in the outcomes of the project. Also, the artists
“member checked” the results of the project by offering their opinions and insights on the
liturgical art activities after they were compiled. Similarly, the project’s credibility is
upheld by having ministers from Churches of Christ serve as outside experts since they
are the intended audience for the project.
One consideration that was mentioned several times in chapters 3 and 4 remains
an important area of attention: the concern that any art activity that is introduced into
worship should be adequately explained and theologically supported so that it is not seen
as entertainment. It is possible that the oft-repeated concern affected the creativity of the
other artists in that it led them to be more reserved in proposing ideas for the art
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activities. It is unclear whether the repetition of the concern affected the outcomes of
creating the liturgical art activities; however, the validity of the project was not affected.
While the study was small in scope, it attempted to include a wide-ranging team
of artists and ministers from Churches of Christ. The team of artists included both men
and women of varied ages and diverse artistic backgrounds and expertise. However, they
were all Caucasian and could be considered to be more progressive than those in most
“mainline” Churches of Christ. Similarly, the outside experts were also two men and two
women. Yet they were also all Caucasian and represent a more progressive viewpoint on
worship. If this study is to be repeated in the future, it could include more theologically
traditional viewpoints from ministers and artists in Churches of Christ. However, there
could be inherent challenges associated with engaging a theologically conservative
minister or artist in the study if the principal investigator is a woman, as in this case. The
project included teachings on the history of art and worship in Christianity in addition to
theological lessons and rationale for integrating art into worship. Due to the theological
component, a conservative minister or artist might not have felt comfortable being taught
by a woman. The findings of a study involving more conservative participants could
either substantiate, modify, or even reject the findings and interpretations of this research.
A final area of concern about the credibility of the project and its conclusions
involves reflexivity. My own bias as an artist in favor of integrating visual arts into
worship undoubtedly influenced the project from its genesis. My personal perspectives,
proclivities, and experiences with the visual arts in worship prompted me to begin the
research initially and therefore could have influenced the collection and interpretation of
the data. I am part of the very system and structures that I studied, and the conclusions I
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have drawn will impact how I use my own artistic gifts in worship. It is impossible to
extricate myself from the context I am evaluating. Despite these unavoidable influences,
the methodology I employed in hosting the conference calls with the artists, taking field
notes, compiling the art activities, and gathering data from the surveys attempted to
insulate the project from these biases as much as possible.
Significance and Implications
This study has been significant for many reasons. First, it explored an avenue of
worship for Churches of Christ that up until now has been largely uncharted. This
research can bring about worship renewal. It can invigorate expressions of praise through
the visual arts and offer new methods of spiritual formation for many people. Second, the
artists who participated in this study gained a deeper understanding of the biblical,
theological, and historical rationale for the integration of visual arts in worship and how
the arts can influence Christian spiritual formation. Moreover, the participants also
gained the opportunity to influence the future of worship in Churches of Christ in ways
they may not have previously imagined. Third, the vocation, creativity, and calling of
artists of faith have been supported and affirmed. Finally, at the conclusion of this study
we now have actionable ideas and resources for churches and ministers to utilize in an
effort to integrate the visual arts into worship.
Sustainability
The nature of the project to create liturgical art activities with the team of artists is
highly sustainable and duplicable. In order to create a normative climate of creativity and
innovation in Churches of Christ, any interested minister, artist, church, or group can
replicate the study. The five video teachings on the history and theology of art in
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Christianity are available on YouTube.1 I recommend gathering a team of artists and
others who are creative to brainstorm ideas and art activities that are theologically robust
and can both enrich worship and facilitate spiritual formation. In order to dive more
deeply into the creative process, a good approach is to assemble a group of artists who
are experts in a single medium to thoroughly explore the design of liturgical art activities
from within that particular medium (e.g., potters, photographers, sculptors, painters, or
videographers). The goal is to continue allowing space and structure for artists to do what
they do best—dream, create, and make seen that which is just beyond the imagination
and not ordinarily seen.
Personal and Ecclesial Significance
I found this experience to be personally significant in many ways. The process of
researching and writing the historical and theological rationale for the integration of the
visual arts into worship was enlightening and formative. I now have a deeper appreciation
and understanding for the theological foundations with respect to a theology of art as well
as an understanding of the history of art and aesthetics in the Stone-Campbell Movement.
My gifts as an artist have also been affirmed, and I now see more ways to utilize those
gifts to serve the church and to glorify God. I once held a dualistic mindset about creating
art. I felt that there was not a place for my particular gifts in Churches of Christ because I
had not seen other artists use their gifts in worship. I now grasp how valuable and
connected our gifts of creativity and artmaking are to worship, our faith, and most
importantly to who we are as those made in the image of God. I also found precious

1. Website link: https://www.youtube.com/watch?v=r32YjKJ5aTA.
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fellowship and community in the team of artists. We felt great affinity toward each other
as artists in Churches of Christ, and through the process of creating together, we have
formed bonds that will not be easily broken. On a lighter note, this project also forced me
to learn a new art form—making videos. Despite my meager video-making abilities, I
stretched my artistic talents and learned a new skill. Overall, though, this project has
allowed me to explore and take action on the intricate and beautiful relationship between
art and faith, and I am overjoyed about the implications of this project for other artists
and for Churches of Christ.
The ecclesial and theological significance of this project is profound and will
hopefully continue for some time. When we gather as a church, there is an expectation
and desire to be touched by God. Each person approaches worship differently: some
through their minds, others through their hearts or hands. We must certainly continue
approaching God through our minds and intellect, but in order to become balanced and
holistic in our worship in Churches of Christ, we must also learn to approach God with
our hearts and hands as well. This project demonstrated how visual art activities have the
potential to enhance worship and serve as a catalyst for spiritual formation by integrating
the whole human experience—head, heart, and hands.
Thus, the question for Churches of Christ is not whether we should or should not
begin integrating the visual arts into our times of worship, but rather how might we
creatively utilize the arts to enhance worship and facilitate spiritual formation, how
quickly can we get started, and what groundwork do we need to lay in order to make it
work? I believe that unless Churches of Christ engage the arts both in critical and
appreciative ways, the message of the church will become monotone and irrelevant in a
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culture saturated with the arts. There is no doubt from the results of this project and
intervention that this conversation must be multigenerational. As the artists and ministers
both suggested in their comments, our children should become our teachers and show us
a more excellent and powerful way to approach God. We would be wise to listen to them,
not just because we want them to pay attention during church, but more importantly
because they know something we do not. Our children have been raised in a different
world and their experiences in worship must somehow connect to that world.
The next step to revitalizing our worship is to learn a fundamental lesson from
church history. Vibrant worship and creativity were inextricably linked at one time, and
they must become so again. During medieval times the best artists and poets lived by the
principle of theologia poetica, that is, the belief that the absolute best artistic expression
held deep theological meaning and truth.2 We must once again make the church a place
of creativity, imagination, and innovation and unleash the artists among us to use their
gifts to serve the church and glorify God. We must find ways to encourage and nurture
artists so they are able to use their gifts to write, paint, act, sing, play, and dance to the
glory of God in order to bring about an atmosphere of dynamic worship.
Unanswered Questions
There are still several relevant questions left unanswered by this project. The first
is how traditional Churches of Christ can overcome a heritage steeped in rational
intellectualism and become open to integrating the visual arts in worship. Would a series
of teachings on the theological and biblical support of the arts help churches with a
conservative background consider utilizing the arts in worship, or perhaps, is Josh Graves

2. Dyrness, A Primer on Christian Worship, 149.
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right when he suggests that churches must first see how the arts are important to the
spiritual formation of our children and youth before they are able to embrace that idea?
Second, how might a church reach out evangelistically to artists who do not belong to a
congregation? In other words, how can we minister to artists in our communities who are
not part of a church? Third, how can a church use a common interest in creating art to
build relationships in the church and in the community? A fourth unanswered question
concerns how ministers and those with theological training can help artists and those who
are creative consider their art in theological terms and not just as decoration or
entertainment. A final unanswered question could explore the long-term impact liturgical
art activities have on the artists and members who created them and the impact they have
on the church. Is it possible, as Hayli Apple suggested, that creating art together as a
church acts as a visual reminder of the history of the church? What significance will
liturgical art activities have for Churches of Christ in the long run?
Conclusion
In the final chapter of his book Simply Christian, N. T. Wright said, “The church
should reawaken its hunger for beauty at every level. This is essential and urgent…. The
arts are not the pretty but irrelevant bits around the border of reality. They are highways
into the center of a reality which cannot be glimpsed, let alone grasped, any other way.”3
The arts help us communicate and express joy, pain, and healing in profound ways that
extend beyond the use of words. The arts offer us an avenue to celebrate creation and are
a direct connection with who we are as creatures made in the image of God, and the arts,
creativity, and innovation must have a place in worship. The Apostle Peter quoted Joel

3. Wright, Simply Christian, 235.
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2:28 when he described what will happen to the people of God when the Spirit descends:
“In the last days it will be, God declares, that I will pour out my Spirit upon all flesh, and
your sons and your daughters shall prophesy, and your young men shall see visions, and
your old men shall dream dreams” (Acts 2:17). When this kind of revival of the
imagination truly happens in our worship and the gifts of the whole people of God are
released, then we will be able to look past this broken world and catch a glimpse of God’s
new creation when all things will be restored and “the earth will be filled with the
knowledge of the glory of the LORD as the waters cover the sea” (Hab 2:14).
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APPENDIX A
IRB Approval Letter

113

APPENDIX B
Field Note-Taking Protocol
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APPENDIX C
Video Teachings “A Renaissance of the Visual Arts” Parts 1-5
“A Renaissance of the Visual Arts, Part 1: The Power of Art.” YouTube video, 5:09.
January 17, 2018. https://www.youtube.com/watch?v=r32YjKJ5aTA.
An introduction to the visual arts as a means to enhance worship and facilitate
spiritual transformation in worship.
“A Renaissance of the Visual Arts, Part 2: Where We’ve Been: Art and Aesthetics in the
Stone-Campbell Restoration Movement.” YouTube video, 9:50. January 24,
2018. https://www.youtube.com/watch?v=0ZtfLivF2n8.
A review of art and aesthetics in the Stone-Campbell Restoration Movement.
“A Renaissance of the Visual Arts, Part 3: A Short History of Christian Art in Europe
from the Second Century through the Protestant Reformation.” YouTube video,
11:34. January 29, 2018. https://www.youtube.com/watch?v=-dhsVaMIioI&t=6s.
A short history of Christian art in Europe from the second century through the
Protestant Reformation.
“A Renaissance of the Visual Arts, Part 4: Creation and Imago Dei.” YouTube video,
8:44. February 7, 2018. https://www.youtube.com/watch?v=EsaHYp3-vnE&t=1s.
Creation and imago Dei, two theological constructs that support the visual arts in
worship.
“A Renaissance of the Visual Arts, Part 5: Incarnation.” YouTube video, 11:10. February
14, 2018. https://www.youtube.com/watch?v=4096njSYDJQ&t=15s.
The Incarnation as a theological construct for the affirmation and support of the
visual arts in worship.
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APPENDIX D
Color and Numerical Coding Protocol
1. Pink—Artistic mediums such as painting, pottery, mosaics, video, sculpture,
and photography.
2. Red—When the art is created:
2.1 Visual art that can be created live during worship.
2.2 Visual art that is created in advance and displayed during
worship.
3. Orange—Art that has a pedagogical or spiritually formative quality.
3.1 Visual art that offers the opportunity for the spiritual formation of
the worshiper.
3.2 Visual art that serves as a pedagogical tool in worship.
3.3 Art activities with a biblical text or scriptural connection.
4. Yellow—Art that could be considered unusable in worship.
4.1 Visual art that could potentially be considered offensive or in
some way unusable in worship.
4.2 Pitfalls and cautions concerning the integration of the visual arts
(e.g., too entertaining, absence of spiritual value, attracts attention
to itself or the artist and away from worship).
5. Green—Who is involved in the creation and execution of the art activity.
5.1 Visual art in which children and families can participate.
5.2 Visual art that requires the involvement of a professional artist.
5.3 Any art activity that utilizes the gifts of artists or others in the
church.
5.4 Visual art that engages local culture.
6. Blue—Areas of worship in which the participants recommend the integration
of visual art (e.g., call to worship, sermon, and/or communion).
7. Purple—Any mention of the need to explain the art activity to the church in
order to “connect the dots” or help the congregation understand the spiritual
significance of utilizing art in worship.
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APPENDIX E
Liturgical Art Activities
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“FRACTURED BEAUTY”
Group Mosaic Project

Themes & Scripture
Brokenness , Wholeness,
Healing, Oneness, Unity,
Diversity, Gifts of the Body
1 Cor 1:10; Ps 133:1; Eph
4:3-16; Rom 12; Gal 3:26-28; 1
Cor 12:12-12.

Participants
An artist or a team of artists to
design the project , oversee
the execution, give instructions
for safe cutting of glass
mosaics, and grouting final
project.
Woodworkers to create the
structure/backing for the
mosaic (i.e. panels or table).

Supplies
• Glass tesserae, stained glass,
porcelain tiles, or stone
• Mosaic backer board,
plywood, or object to be
mosaicked
• Mosaic glass cutters, and tile
nippers
• Weldbond Glue (indoor) or

Beauty from Brokenness
Mosaic art is created from fragmented, broken, and diversely
shaped and colored pieces which are bonded together to form
a greater, more beautiful picture. A mosaic perfectly describes
the church. We are a group of broken, diverse people who
come together around the Gospel to create a living picture of
Christ.
As an art form, mosaics oﬀer a variety of opportunities for
liturgical art activities because most people do not find it an
intimidating medium and they can easily participate with
guidance and without any previous experience or expressed
artistic talent.
The biblical themes and supporting texts are also varied and
this liturgical art activity can be adapted to fit into a larger
sermon or class series, or it can be a stand-alone activity.

thinnest mortar (outdoor)
• Grout and sponge
• Protective eye wear

1
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Scriptural Way of the Cross
First station: Jesus in the Garden of Gethsemane (Matt
26:36-41)
Second station: Jesus is betrayed by Judas and arrested
(Mark 14:43-46)
Third station: Jesus is condemned by the Sanhedrin (Luke
22:66-71)
Fourth station: Jesus is denied by Peter (Matt 26:69-75)
Fifth station: Jesus is judged by Pontius Pilate (Mark
15:1-5,15)
Sixth station: Jesus is scourged at the pillar and crowned
with thorns (John 19:1-3)
Seventh station: Jesus bears the cross (John 19:6, 15-17)
Eighth station: Jesus is helped by Simon the Cyrenian to carry the cross (Mark 15:21)
Ninth station: Jesus meets the women of Jerusalem (Luke 23: 27-31)
Tenth station: Jesus is crucified (Luke 23:33–34)
Eleventh station: Jesus promises his Kingdom to the repentant thief (Luke 23: 39-43)
Twelfth station: Jesus speaks to his mother and the beloved disciple (John 19:25-27)
Thirteenth station: Jesus dies on the cross (Luke 23:44-46)
Fourteenth station: Jesus is placed in the tomb (Matt 27: 57-60)

RESOURCES for Art for Stations:
https://fineartamerica.com/art/paintings/
stations+of+the+cross
http://sanctifiedart.org/graphic-art/
stations-of-the-cross-graphic-art-series
http://www.holyart.com/liturgicalaccessories/church-furnishings/way-ofthe-cross/way-of-the-cross-in-stone-bybethleem-15-stations?

“Stations of the Cross” by David O’Connell

http://www.strichardschichester.co.uk/
strichards-tour.html
2
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Visio Divina
Slowly look and notice the image, take your time to let feelings
and thoughts come to you as you take in forms, figures, colors,
lines, textures, and shapes. Interact with the artwork and look
for ways in which this image reflects the text. Look at the image
and let your eyes stay with the very first thing that you see and
dwell there for a while. Then take in the whole image letting
your eyes bounce around and take in the entire artwork.

Meditation Questions and Instructions:
1. What do you find yourself drawn to in the image? What is
the first thing you notice?

Christ with Mary and Martha
ca. 1655
Johannes Vermeer

2. What are the feelings, thoughts, and desires evoked by the
image and how are they connected to the text?
3. What does the image stir up in you? Have you seen the art before, or is it fresh and new to you? If you are
familiar with it, is something new being revealed to you this time?
4. What do you like and dislike?
5. Notice your emotional responses to the art without judgment. There will be some images you are moved
by and others that you are not.
6. Notice when initial impressions and feelings expand and deepen.
7. If you do not like the image, or the feelings evoked, simply acknowledge that this is your initial response
and continue to stay open to the image and the prayer.
8. Become aware of the feelings, thoughts, desires, and meanings evoked by the image and how they are
connected to either the text or your life.

Pieta
ca. 1498-99
Michelangelo

The Isenheim Altarpiece
ca. 1515
Matthias Grünewald
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APPENDIX F
Survey for the Insider Team of Artists and Outside Experts
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